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ÜVOD 



Pomyslny „network" Loosova pracovniho 
a spolecenskeho püsobeni v Plzni, jehoz 
zäkladni rekonstrukce je cilem teto knihy, 
zahmuje i jednu vedlejsi vazbu na mimo- 
fädne malifske dilo. Jednä se o portrety 
prvnich plzenskych klientü slavneho ar- 
chitekta, Wilhelma (Willyho, 1886-1946?) 
a Marthy (1887- patrne sedmdesätä leta) 
Hirschovych, ktere v roce 1909 vytvofil 
Oskar Kokoschka, tehdy tfiadvacetilety 
enfant terrible videnskeho umeleckeho zi- 
vota. Obrazy vznikly z pfimeho podnetu 
Adolfa Loose. 

Radi bychom zanesli stopu 
Kokoschkova tehdy vysoce progresiv- 
niho umeleckeho projevu i do kontextu 
plzenske vytvarne kultury pf elomu prv- 
niho a druheho desetileti, a obohatili tak 
jeji konzervativni profil o zajimavy, jak- 
koli zprostf edkovany vztah pf edstavi- 
telü nemecky mluviciho zidovskeho pro- 
stfedi k nemeckemu expresionismu a jeho 
tak vyznacne osobnosti. Avsak bohu- 
zel, Hirschovi, podobne jako vetsina kli- 
entü, ktere Loos v tomto obdobi pfesved- 
cil, aby se nechali od Oskara Kokoschky 
zpodobit, sve portrety nikdy nezakou- 
pili. Nevime, zda podobizny vznikly 
v Plzni nebo ve Vidni. Elana Shapira, 
kterä se zabyvä zidovskymi podporova- 
teli moderniho umeni, se domnivä, ze 
Kokoschka portretoval Willyho a Marthu 
v jejich plzenskem byte, realizovanem 
Adolfem Loosem. 1 Pro svüj näzor vsak ne- 
uvädi zädne argumenty, krome toho, ze 
Kokoschka räd portretoval osobyv jejich 
vlastnim prostfedi. Vzhledem k tomu, ze 
fada podobizen Loosovych pfätel a kli- 
entü vcetne portretu Loose samotneho 
vznikla ve Vidni od pfelomu leta a pod- 
zimu do sklonku roku 1909, je pravdepo- 
dobne, ze i Willyho a Marthu portretoval 
v te dobe Kokoschka zde. Ve Vidni ostatne 
byli castymi hosty. Malby pravdepodobne 
take nikdy nezdobily jejich plzensky byt, 
nybrz züstaly u iniciätora sveho vzniku, 
Adolfa Loose. 2 Kokoschküv expresionis- 
mus tedy do provinciälni umelecke Plzne 
na konci prvniho desetileti nevstoupil ani 
jako dovezeny cizokrajny pfedmet. Jakä 
skoda! Malifske portrety investorü vytvo- 
fene umelcem, ktereho ze sveho stfedu 



präve vyloucila Videiiskä secese a jehoz 
mistnost na Internationale Kunstschau 
1909 byla nazväna „kabinetem hanby", 3 by 
v kontextu kulturne a umelecky provinci- 
älniho mesta püsobily jako zjeveni. Pokud 
si pfedstavime zäjem o dilo mladeho ex- 
presionistickeho rozervance u lidi, ktefi 
si soucasne nechali navrhnout byt archi- 
tektem s näzory ve sve dobe pfilis mo- 
dernimi i pro nektere pokrokove viden- 
ske kruhy, museli bychom vyrazne kori- 
govat klise o konvencnim mest'anskem 
vkusu bohatych zäkaznikü, pochäzejicich 
casto z fad tovärnikü, jak tomu bylo v pfi- 
pade Hirschovych. Cely pfipad je vsak slo- 
zitejsi. Kontakty s progresivnimi intelek- 
tuälnimi a umeleckymi kruhy ve Vidni 
byly do Plzne pfeneseny prostf ednictvim 
pfibuzenskych a spolecenskych stykü ja- 
zykove nemeckych zidovskych rodin s vi- 
denskym prostfedim, kde se intelektu- 
älni a umelecky zivot do znacne miry ode- 
hräval v okruhu asimilovanych zidov- 
skych intelektuälü a spolecensky vyznam- 
nych lidi, prävnikü, podnikatelü apod. 
Bylo to toto etablovane prostfedi, v nemz 
se rodily a pestovaly näzory a myslenky, 
ktere formovaly moderni evropske mys- 
leni, kulturu a umeni prvni tfetiny 20. sto- 
leti. Marne düvod domnivat se, ze Willy 
a Martha Hirschovi pfimo poznali avant- 
gardni okruh intelektuälü a umelcü kolem 
Adolfa Loose, a ze s nim udrzovali urcity 
kontakt i pozdeji, blizsi pf edstava o jejich 
vlastnim myslenkovem svete, inklinacich 
a osobnim vkusu näm vsak chybi. Podle 
sdeleni Vilema Semlera püsobil Willy 
Hirsch rezervovanym dojmem a Martha 
svym zpüsobem rovnez. 

Dochovane fotografie z jejich plzen- 
skeho bytu, ktery vyjadfoval prostfed- 
nictvim Loosova designu a umeleckych 
ci umeleckofemeslnych pfedmetü kul- 
turni prestiz svych obyvatel, doklädaji, ze 
se jednalo o kultivovane osobnosti. Elana 
Shapira vyvozuje z dochovane fotogra- 
fie z roku 1930, zachycujici kout hudeb- 
niho salonu, kulturni a estetickou otevfe- 
nost Hirschovych: „V rohu visi exotickä 
orientälni svitilna, zatimco uprostfed po- 
lice nad krbem stoji konzervativni ho- 
diny, jejichz zäkladna napodobuje chräm 



se ctyfmi sloupy. Dalsi ohlas zäjmu o kla- 
sicke Recko doklädä fotografie feckeho 
chrämu napravo nad polici a feckä fi- 
gura zdobici stojan dvou svitilen umis- 
tenych po obou stranäch police. Na leve 
strane nad lavici se nachäzi japonsky tisk 
a ve vetsim rämu nad nim mof skä sce- 
nerie." 4 Shapira poznamenävä, ze vroce 
1930, kdy byla fotografie pofizena, jiz 
mohly byt tyto kulturni obsahy (discour- 
ses), zvläste ty, ktere odkazuji ke klasic- 
kemu Recku, poklädäny za staromodni. 5 
Na druhe strane pfitomnost japonskeho 
dfevofezu (?) svedci o znalosti aktuäl- 
nich temat v oblasti estetickeho a ume- 
leckeho zäjmu Hirschovych. 6 Vyber pfed- 
metü zdobicich byt jiste ovlivnilo doporu- 
ceni architekta, ktery vybavil byt Oskara 
Semlera na Klatovske tfide 110 rozmernou 
malbou z 18. stoleti, pochäzejici z Tibetu 
(Zivot Tsongkhapy) , jiz ziskal ve Vidni. 
Jednä se o hagiografii tibetskeho buddhis- 
tickeho ucence Tsongkhapy (viz zde s. 155 
a s. 161). Pfesvedcivym dokladem kulturni 
vnimavosti i trvajicich stykü s osobnostmi 
videnskeho intelektuälniho a umeleckeho 
sveta je skutecnost, ze Martha Hirschovä 
pozädala o mnoho let pozdeji v Praze 
vroce 1935 tehdy jiz slavneho Oskara 
Kokoschku, aby ji portretoval podruhe. 



INTRODUCTION 



The imaginary 'network' of Loos' operat- 
ing in Pilsen, both in terms of work and 
socially, whose fundamental reconstruc- 
tion is the objective of this book, includes 
also a minor relation to an extraordinary 
work of art: the portraits of the first Pilsen 
clients of the famous architect, Wilhelm 
(Willy, 1886-1946?) and Martha (1887- 
probably the 1970s) Hirsch, which were 
painted in 1909 by Oskar Kokoschka, at 
that time a twenty-year-old enfant terrible 
of Viennese art life. The paintings were 
created on a direct initiative of Adolf Loos. 

We would like to place Kokoschka's, 
for the time very progressive, art style also 
in the context of Pilsen art culture at the 
turn of the first and the second decades 
of the 20 th Century and, by doing so, to 
enrich its conservative profile with an in- 
teresting, although mediated, attitude of 
the representatives of the German speak- 
ing Jewish environment towards German 
expressionism and its significant figures. 
Unfortunately, the Hirschs, as well as 
most of the clients that Loos convinced 
to have themselves portrayed during this 
period never bought their portraits. We 
do not know whether the portraits were 
created in Pilsen or in Vienna. Elana 
Shapira, who is concerned with Jewish 
supporters of modern art, believes that 
Kokoschka portrayed Willy and Martha in 
their flat in Pilsen, realised by Adolf Loos. 1 
However, she does not present any argu- 
ments to Support her view, except for the 
fact that Kokoschka liked portraying peo- 
ple in their own environment. Taking into 
consideration that a number of the por- 
traits of Loos' friends and clients, includ- 
ing the portrait of Loos himself, were cre- 
ated in Vienna in the period between the 
end of the summer and the beginning of 
the autumn of 1909 and the end of 1909, 
it is likely that Willy and Martha were 
portrayed here too. After all, they visited 
Vienna often. Most likely, the paintings 
never decorated their flat in Pilsen; they 
stayed with the initiator of their creation, 
Adolf Loos. 2 Hence Kokoschka's expres- 
sionism did not enter the provincial, ar- 
tistic Pilsen at the end of the first decade 
of the 20 th Century, not even in the form 



of an imported exotic object. What a pity! 
The portraits of investors painted by the 
artist whom the Vienna Secession had just 
excluded from its midst and whose room 
at Internationale Kunstschau 1909 was 
called "The Chamber of Horrors", 3 would 
have been, in the context of the culturally 
and artistically provincial town, a phan- 
tom. If we imagine the popularity of the 
work of the young torn expressionist with 
people that, at the same time, had a flat 
designed by an architect of opinions that 
were considered far too modern, in this 
time, even by some of the contemporary 
progressive Viennese circles, we would 
have to significantly amend the cliche 
about the conventional bourgeois taste of 
rieh customers frequently Coming from 
the ranks of factory owners, as it was in 
the case of the Hirschs. The whole case is 
more complicated than this though. The 
contact with progressive intellectual and 
artistic circles in Vienna were brought 
to Pilsen via the family and social con- 
nections of the German speaking Jewish 
families with Vienna environment, where, 
to certain extent, intellectual and artistic 
lives took place in the circle of assimilated 
Jewish intellectuals and socially impor- 
tant people: lawyers, entrepreneurs etc. 
It was this established environment in 
which the ideas and thoughts that formed 
the modern European thoughts and art 
of the first third of the 20 01 Century were 
born and grown. We have a reason to 
believe that Willy and Martha Hirsch di- 
rectly knew the avant-garde circle of the 
intellectuals and artists around Adolf Loos 
and that they maintained a certain contact 
with him even later. However, a closer 
idea about their own inner world, incli- 
nations and personal tastes, we do not 
have. According to Vilem Semler, Willy 
Hirsch seemed of a reserved character and 
Martha was too, in a way. 

The existing photographs from their 
flat in Pilsen that expressed, by means 
of Loos' design objects and objects of 
art and craft, the cultural prestige of its 
Citizens prove that they were cultured 
people. From an existing photograph of 
1930, capturing the corner of the music 



room, Elana Shapira deduces the cultural 
and aesthetic open-mindedness of the 
Hirschs: "An exotic oriental lamp hangs in 
the corner, while at the center of the shelf 
above the fireplace Stands a conservative 
clock, the base of which resembles a tem- 
ple with four columns. A further echo of 
their interest in Classical Greece is seen 
in a photograph of a Greek temple to the 
right above the shelf and in the Greek fig- 
ure decorating the stand of the two lamps 
placed on either side of the shelf. On the 
left above the bench, we find a Japanese 
print, and in a bigger frame above it, 
a seascape". 4 Shapira mentions that, "in 
1930, when this photograph was taken, 
these cultural discourses, especially those 
of Classical Greece, might have been re- 
garded as old-fashioned." 5 On the other 
hand, the presence of the Japanese wood 
carving attests to the knowledge of the 
current topics in the fields of aesthetics 
and art the Hirschs were interested in. 6 
The choice of the objects decorating the 
flat was certainly influenced by the rec- 
ommendations of the architect that had 
furnished Hugo Semler's flat at Klatovy 
Avenue No 110, with a large painting from 
the 18 01 Century originally from Tibet (The 
Life ofTsongkhapa) that he had acquired in 
Vienna. It is a hagiography of the Tibetan 
Buddhist scholar Tsongkhapa (see p. 155 
and p. 161 here). Convincing evidence of 
the cultural pereeptiveness, as well as of 
the persisting connections with the fig- 
ures of the Viennese intellectual and artis- 
tic world is the fact that, many years later, 
in Prague in 1935, Martha Hirsch asked 
Oskar Kokoschka, already famous at that 
time, to portray her for the second time. 



WILLY & MARTHA HIRSCHOVI 
A VIDENSKE KRUHY 



Hirschovi byli üzce spojeni s videnskym 
zidovskym prostfedim. Zila zde Willyho 
starsi sestra Rosa, kterä se provdala 
za prävnika a prümyslnika dr. Alfreda 
Krause, starsiho bratra Karla Krause, za- 
kladatele a redaktora casopisu Die Fackel 
(Pochoden, zal. 1899) 7 a nejyyznamnej- 
siho pf edstavitele zidovske rodiny, kterä 
pochäzela z Cech (Karl Kraus se naro- 
dil roku 1874 v Jicme, o tri roky poz- 
deji se rodina pf estehovala do Vidne) . 
Prostfednictvim sirsi rodiny tak byli 
Hirschovi vzdälene v pfibuzenskem po- 
meru k brilantnimu diagnostikovi spole- 
cenosti, „bilemu veleknezi pravdy a hne- 
vivemu mägu, jemuz pod plamennym 
plästem finci blankytny pancif välec- 
niküv", 8 jak jej charakterizoval Georg 
Trakl. Ke Krausovu üzkemu okruhu pat- 
fili vedle Trakla take tvürce nove atonälni 
hudebni struktury a malifsky expresio- 
nista Arnold Schönberg ci bäsnik a ho- 
hem Peter Altenberg. Neni zcela jasne, 
kdy se s Karlem Krausem (1874-1936) se- 
znämil Adolf Loos. Nektefi badatele se do- 
mnivaji, ze se tak stalo Altenbergovym 
prostfednictvim v roce 1897, jini poklä- 
daji za prvni prokazatelny doklad je- 
jich kontaktu, datovaneho na pocätek 
roku 1900, prvni z dochovanych pohled- 
nic, kterou zaslal Loos na adresu caso- 
pisu Die Fackel. 9 Roku 1900 Loos realizo- 
val prvni präci pro rodinu Krausovych, re- 
konstrukci bytu sestry Karla Krause Marie 
Turnovske, v roce 1905 navrhl byt Willyho 
svagra Alfreda Krause a v roce 1907 byt 
dalsiho ze sourozencü Krausovych, tovär- 
nika a mistof editele firmy Julius Meinl 
Rudolfa Krause. 10 Rosa Hirschovä se pro- 
vdala za Alfreda Krause ve Vidni v roce 
1900, jejim prostfednictvim se s celym 
podnikatelskym a soucasne intelektuäl- 
nim a umeleckym okruhem soustfedenym 
kolem Karla Krause seznämili i plzensti 
Hirschovi. Poznali zde pf edevsim Adolfa 
Loose, ktery pro potenciälni klienty 
z okruhu syych objednavatelü organizoval 
prohlidky realizovanych bytü. Hirschovi 
si v doprovodu architekta prohledli byty 
sourozencü Karla Krause a brzy se sami 
stali jeho poucenymi zäkazniky. Üzky 
vztah k Adolfu Loosovi mel take bratranec 



a od roku 1907 Willyho spolecnik Otto 
Beck, ktery rovnez pochäzel z Plzne. Beck 
byl vnimayym ctenäfem Loosovych pub- 
licistickych pfispevkü o moderni archi- 
tektufe a bydleni vychäzejicich nejcas- 
teji v Neue Freie Presse. Jiste byl obeznä- 
men s reformnimi näzory na kulturni zi- 
vot, ktere Loos publikoval ve vlastnim ca- 
sopise s krätkym trvänim a pfiznacnym ti- 
tulem Das Andere. Ein Blatt zur Einführung 
abendländischer Kultur in Österreich 
(Jine. Casopis pro uvedeni zäpadni kultury 
do Rakouska). 11 V roce 1908 Loos navrhl 
a realizoval v Plzni byt Otty Becka. O dva- 
cet let pozdeji se zde seznämil s Beckovou 
dcerou Ciaire, kterä se pfes otcüv odpor 
za Adolfa Loose v cervnu 1929 provdala. 

Spolecnost, s niz se Hirschovi 
v okruhu Karla Krause a Adolfa Loose se- 
tkävali, na ne nepochybne zapüsobila. 
Loos podnecoval a spojoval lidi svymi 
myslenkami i spolecenskou autoritou, byl 
spiritus agens tohoto kulturniho prostfedi 
a lze se prävem domnivat, ze ve styku 
s nim se do popfedi dostävali i jeho nej- 
vyznacnejsi pfedstavitele, pfedevsim 
Karl Kraus, spfizneny s rodinou, a zähy 
i Loosüv novy proteze Oskar Kokoschka, 
ktery ve vzpominkäch napsal: „Adolf Loos 
a Karl Kraus byli blizci pfätele; spojo- 
vala je hlubokä spfiznenost ducha. Ani je- 
den z nich publiku nikdy nelichotil. (...) 
Po smrti Karla Krause zemf elo nezävisle 
mysleni v Rakousku. Stejne jako Loos vi- 
del Kraus svoji existenci jako posläni 
(...). Stejne jako Loos to vsak byl i nanej- 
vyse citliyy clovek..." 12 Tyto charakteris- 
ticke vlastnosti jiste neunikly lidem, ktef i 
se s obema osobnostmi dostali do pfi- 
meho kontaktu. Willy a Martha Hirschovi 
v rämci svych videhskych spolecenskych 
stykü nepochybne poznali i avantgardni 
intelektuäly a umelce, ktefi se kolem Karla 
Krause a Adolfa Loose pohybovali. Byt' 
mely tyto styky asi jen pfilezitostny Cha- 
rakter, nebyly zcela formälni, protoze 
Willy a Martha se zähy stali Loosovymi kli- 
enty a v roce 1909, kdy Loos zacal aktivne 
podnecovat a smerovat umeleckou cinnost 
Oskara Kokoschky, take jednemi z jeho 
prvnich portretnich modelü. Rodinnymi 
vazbami zprostf edkovany vztah 



tovärnicke rodiny k videnske kulturni 
elite je nutno vnimat v sirsich souvislos- 
tech. Jak zjistil Carl E. Schorske, ve Vidni 
byla, na rozdil napfiklad od Londyna, 
Pafize ci Berlina, tato elita velmi jedno- 
litä a udrzovala diky spolecenske tradici 
kontakt s aristokratickymi a burzoaznimi 
spickami: „Salon a kavärna si uchovaly 
svou zivotnost jako instituce, kde intelek- 
tuälove z nejrüznejsich oborü diskutovali 

0 näzorech a hodnotäch a zäroven se sty- 
kali s elitou ze sfery obchodu i svobod- 
nych povoläni, pysnou na sve vseobecne 
vzdeläni a umeleckou kulturu." 13 

Willy Hirsch a Martha Rudingerovä 
slavili 7. zäfi 1908 svatbu ve videnske 
mestske synagoze a tehoz roku si po pfi- 
kladu Alfreda a Rosy nechali od Adolfa 
Loose navrhnout byt v rodinnem dorne 
v Plzni v Placheho ulici, ktery Willy se se- 
strou zdedil po otci Richardu Hirschovi 
(f 1902). 14 Spolecenskä a kulturni üroven 
plzehske cästi rodiny, nälezejici k velmi 
bohatym hornim vrstväm, se ostatne 
nemela zäsadne lisit od te videnske. 
Na Loosüv podnet pak take provedl Oskar 
Kokoschka v roce 1909 jejich portrety. 
Kokoschku pfivedl Loos do Krausova in- 
telektuälniho a umeleckeho krouzku pa- 
trne v roce 1909. Zde byla zahäjena fada 
videhskych a berlinskych portretü z let 
1909-1912, jez tvofi samostatnou cäst jeho 
tvorby a yyznamnou kapitolu stfedoevrop- 
skeho expresionismu, kterä by bez Adolfa 
Loose vübec nevznikla. Portretovanymi 
byli na jedne strane Loosovi pfätele, inte- 
lektuälove a umelci, na strane druhe jeho 
klienti. Tyto skupiny vsak nelze zcela od- 
delovat. Podobizny Willyho a Marthy 
Hirschovych stoji hned na pocätku nove 
portretni linie Kokoschkovy tvorby, za- 
häjene koncem leta a pocätkem podzimu 
1909. Styky s Loosem i Kokoschkou vsak 
mely trvalejsi räz: Adolf Loos upravoval 
na konci dvacätych let pro Hirschovy dalsi 
bytove prostory v jejich plzehskem dorne 
a jeste jednou se v jejich zivote objevil 

1 Oskar Kokoschka. Tehdy jiz slavny ume- 
lec, ktery zil od zäfi roku 1934 do roku 
1938 v Praze, 15 zde v roce 1935 znovu por- 
tretoval Marthu Hirschovou. 




WILLY & MARTHA HIRSCH 
AND VIENNESE CIRCLES 



The Hirschs were closely connected with 
the Jewish environment of Vienna. Willy's 
older sister Rosa lived there; she married 
the lawyer and industrialist Dr. Alfred 
Kraus, older brother of Karl Kraus, the 
founder and the editor of Die Fackel mag- 
azine (The Torch, established in 1899) 7 
and the most significant representative of 
the Jewish family originally from Bohemia 
(Karl Kraus was born in 1874 in Jicin; the 
family moved to Vienna three years later) . 
Via broader family, the Hirschs were 
remotely related to the brilliant diagnosti- 
cian of society, the "high priest of truth 
and angry magician, whose fiery cloak 
Covers his clanking azure cloak of a war- 
rior", 8 as Georg Trakl characterised Kraus. 
Besides Trakl, the close circle around 
Kraus included also the creator of a new 
atonal musical structure and expression- 
ist painter Arnold Schönberg and the poet 
and bohemian, Peter Altenberg. It is not 
entirely clear when Adolf Loos met Karl 
Kraus (1874-1936). Some researchers be- 
lieve that it happened through Altenberg 
in 1897; others consider the first of the 
existing postcards that Loos sent to the 
address of the Die Fackel magazine 9 as the 
first provable evidence of their contact. 
In 1900, Loos realised his first job for the 
Kraus family: the reconstruction of the 
flat of Karl Kraus' sister, Mary Turnowsky; 
in 1905, he designed a flat for Willy's 
brother-in-law Alfred Kraus and, in 1907, 
a flat for another of the Kraus siblings, 
factory owner and vice director of Julius 
Meinl Rudolf Kraus. 10 Rosa Hirsch mar- 
ried Alfred Kraus in Vienna in 1900 and, 
through her, the Hirschs from Pilsen met 
all the entrepreneurial, as well as intel- 
lectual and artistic circle concentrated 
around Karl Kraus. Here they got to know 
particularly Adolf Loos, who organised 
tours around the realised flats for Poten- 
tial customers from the circles of his Cli- 
ents. Being accompanied by the architect, 
the Hirschs saw the flats of the siblings 
of Karl Kraus and they soon became his 
knowledgeable customers. Very close to 
Adolf Loos was also Willy's cousin (and, 
from 1907, also his partner) Otto Beck, 
who was originally from Pilsen as well. 



Beck was a perceptive reader of Loos' 
journalistic contributions on modern 
architecture and living published most 
often in Neue Freie Presse. He was certainly 
aware of the reformist views of cultural 
life that Loos published in his own maga- 
zine of a short life and a self-explanatory 
title Das Andere. Ein Blatt zur Einführung 
abendländischer Kultur in Österreich (The 
Other. A Magazine for the Introduction 
of Western Culture to Austria). 11 In 1908, 
Loos designed and realised a flat in Pilsen 
for Otto Beck. Twenty years later, he met 
Beck's daughter Ciaire, who, despite all 
herfather's protests, married Adolf Loos 
in 1929. 

The Company which the Hirschs met 
around Karl Kraus and Adolf Loos un- 
doubtedly made an impression on them. 
Loos inspired people and connected them 
by means of his thoughts, as well as his 
social authority; he was the Spiritus agens 
of this cultural environment and it is justi- 
fied to believe that, in connection with 
him, also its most significant representa- 
tives became more prominent, in par- 
ticular Karl Kraus, related to the family, 
and soon also Loos' new protege Oskar 
Kokoschka, who wrote in his memoirs: 
"Adolf Loos and Karl Kraus were close 
friends, linked by a profound intellectual 
affinity. Neither ever made concessions to 
the public. (...) When Kraus died, inde- 
pendence of thought in Austria died with 
him. Like Loos, he saw his existence as 
a mission ... As his poetry shows, he was, 
again like Loos, a man of great sensitiv- 
ity ..." 12 These characteristic features 
certainly did not escape the notice of the 
people who got into direct contact with 
both the figures. Willy and Martha Hirsch, 
as part of their Viennese social contacts, 
undoubtedly met also avant-garde intellec- 
tuals and artists who were associated with 
Karl Kraus and Adolf Loos. Although these 
connections were probably only of an oc- 
casional character, they were not entirely 
formal because Willy and Martha soon 
became Loos' clients, and, in 1909, when 
Loos began to actively stimulate and direct 
the artistic activities of Oskar Kokoschka, 
also ones of his first sitters. The attitude 



of the factory owner's family towards 
the cultural elite of Vienna mediated by 
family relations needs to be understood 
in a broader context. As Carl E. Schorske 
found out, in Vienna, unlike for example 
London, Paris or Berlin, this elite was 
very compact and, due to social tradition, 
maintained contact with aristocratic and 
bourgeois elites: "The salon and the cafe 
retained its Status of an institution where 
intellectuals from various fields discussed 
opinions and values and, at the same 
time, met the elite from the spheres of 
business, as well as freelancers, proud of 
their general education and understand- 
ing of art culture." 13 

On 7 01 September 1908, Willy Hirsch 
and Martha Rudinger celebrated their 
wedding in a municipal synagogue in 
Vienna and, in the same year, following 
the example of Alfred and Rosa, they had 
a flat designed by Adolf Loos in a detached 
house in Pilsen in Plachy Street, which 
Willy and his sister inherited from their 
father Richard Hirsch (|1902) After 
all, the social and cultural levels of the 
Pilsen part of the family, being among 
the very rieh top class, were not supposed 
to fundamentally differ from those in 
Vienna. On the basis of an impulse from 
Loos, Oskar Kokoschka also painted their 
portraits in 1909. Kokoschka was prob- 
ably brought to the Kraus intellectual and 
artistic circle by Loos in 1909. It was here 
that a number of Vienna and Berlin por- 
traits of 1909-1912 were initiated, which 
form an independent part of his work and 
a significant chapter of central European 
expressionism, which would not have 
come into existence without Loos. Among 
those who had themselves portrayed, 
there were Loos' friends, intellectuals 
and artists, but also his clients. However, 
these two groups cannot be entirely sepa- 
rated. The portraits of Willy and Martha 
Hirsch mark the beginning of a new Por- 
trait line of Kokoschka's work, starting 
at the end of the summer and beginning 
of the autumn of 1909. Contact between 
the Hirschs, Loos and Kokoschka was of 
a more permanent character, though: in 
late 1920s, Adolf Loos was working on 
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some more residential premises for the 
Hirschs in their house in Pilsen and also 
Oskar Kokoschka appeared in their lives 
once more. Already a famous artist at 
the time, who lived in Prague from 1934 
to 1938, 15 he made a portrait of Martha 
Hirsch here in 1935. 



Oskar Kokoschka a Adolf Loos se, jak 
vzpominaji, setkali poprve na videnske 
Kunstschau 1908. 16 Expozice instalovanä 
v zahradnim pavilonu, ktery pro tuto pfi- 
lezitost navrhl Josef Hoffmann, vyjadfo- 
vala program totälniho prostoupeni zi- 
vota umenim: „Pf edmety denni potfeby 
se staly muzeälnimi kousky, kdezto i tem 
nejzävaznejsim malifskym a sochafskym 
dilüm byla pfisouzena funkee pouze deko- 
rativni." 17 Vysoce estetizovanä fäze klim- 
tovske secese vtelila ideje a zivotni styl 
fin de siede do rozbujele materiälove ex- 
kluzivity a dekorativni kräsy, a zteles- 
nila tak dokonaly protiklad Loosovych nä- 
zorü, jakkoli s nimi sdilela fadu dobovych 
kulturnich postojü, napfiklad pfesved- 
ceni o vnitfni souvislosti estetiky a etiky, 
ale take vylucny, morälne ambivalentni, 
antifeministicky obraz zeny, koncentru- 
jici v sobe eroticke, nevedome, instink- 
tivni a destruktivni obsahy. 18 Rekneme, 
ze zatimco Klimtova secese tyto obsahy 
svou dräzdivou, zzenstilou estetikou ma- 
nifestovala a zpfitomhovala, Kokoschka 
je svym vystoupenim na Kunstschau 1908 
a zejmena o rok pozdeji na Internationale 
Kunstschau 1909 podrobil expresivni ana- 
lyze, podobne jako je Loos ve svych tex- 
tech podroboval analyze intelektuälni. 
V prvnim pfipade je „rozbor" veden ze 
subjektivne existenciälni perspektivy, 
ve druhem pfipade z perspektivy objek- 
tivne racionälni. Tyto komplementärni 
pfistupy se doplnovaly, podobne jako 
velmi odlisne osobnosti obou umelcü. 19 

Kokoschka podminil sve vystou- 
peni na Kunstschau tim, ze präce pf ed- 
lozi jury az pote, co jeho ücast pfedem po- 
tvrdi. Komise vedenä Klimtem na pod- 
minku pfistoupila a na Klimtovu pfi- 
mluvu mu pfidelila samostatny kabinet. 20 
Vystavil zde litografie k Snicim chlapcüm 
(Die träumenden Knaben) a tfi kartony 
pro g obelin Nositele snu (Traumtragenden) 
s aktyv zivotni velikosti (kartony jsou 
nezvestne) . Tyto präce se zcela rozehä- 
zely s programem Videnske secese a vy- 
volaly ostrou reakei kritiky a vefej- 
nosti; 21 Kokoschka byl oznacen za di- 
vocha („ein »Wilder«") . Jde mimocho- 
dem o blasfemicke epiteton, ktere Loos 



spojil s etickymi konotacemi estetiky or- 
namentu. Pfitomnost Kokoschkovych ex- 
presivnich kreseb na Kunstschau 1908 
vsak ideove opravhoval vedlejsi program, 
proklamujici totalitu estetickeho prin- 
eipu v jeho autentickem projevu: expozice 
„detskeho umeni", pfipravenä Franzem 
Cizekem, vyjadfovala pfesvedeeni, ze es- 
teticky pud je antropologickou konstan- 
tou - clovek je homo aestheticus. Cizek, 
od poeätku spojeny s Videnskou secesi, 
se stal roku 1906 profesorem estetiky 
na Umeleckoprümyslove skole, kde jiz 
tehdy Kokoscha rok studoval. Postoje pe- 
dagoga, ktery odmitl tradieni pojeti vy- 
tvarne vychovy deti, zalozene na osvojo- 
väni postupü zasveeujicich je do estetiky 
dospelych, a dal prüchod jejich spontänni 
tvorbe, mu byly blizke. 22 Detsky vytvarny 
projev reprezentoval autenticky kontakt 
s prozivanym svetem, ktery se pro dospe- 
leho stävä nedostupnym. Kokoschkovi 
pomohl spolu s podnety tzv. primitivniho 
umeni, ktere nachäzel pfi nävsteväch et- 
nografickych sbirek Pfirodovedneho mu- 
zea, najit zpüsob, jak transformovat se- 
cesni jazyk ve vyjadfovaci nästroj intui- 
tivniho prozitku sveta, vnitfne vyznamo- 
veho, bezprostfedniho a expresivniho. 
Ovlivnil nejen jeho pohlednice, tisky 
a malby na vejife pro Wiener Werkstätte, 
ale i halucinoidni svet litografii pohädky 
Snici chlapci, ve kterem Kokoschka „pf e- 
menil detsky sen o pohädkove zemi, tak 
modni mezi jeho starsimi kolegy, v noeni 
müru dospivajicich". 23 Kokoschkovo 
prvni literärne-yytvarne dilo jeste udr- 
zuje vazbu na kfehky lyrismus versacrum, 
avsak secesni zahradu jiz ohrozuji pfi- 
sery, do estetickeho sneni pronikä hro- 
zive a nekontrolovatelne, jez pfichäzi 
z nitra: „- jsem krouzici vlkodlak - / kdyz 
doznivä klekäni / plizim se do vasich 
zahrad." 24 

Cizek tim, ze do esteticke teorie se- 
cese vclenil rudimentärni detskou vy- 
tvarnou tvorbu, umoznil, aby do kon- 
eepee Kunstschau vstoupil i Kokoschküv 
expresivizovany projev, veetne radikäl- 
nich nävrhü na kartonech. Ty pfesved- 
cily Loose, aby üsili tohoto mladeho muze 
spojil s programovou snahou intelektuälü 



a umelcü, ktefi skoncovali s „estetikou 
zastiräni" charakterizujici nejen akade- 
misticky känon, nybrz i rafinovany este- 
tismus a Symbolismus Videnske secese. 
Nemecky kritik a historik umeni Richard 
Muther Kokoschkovo prvni vefejne vy- 
stoupeni v kontextu Kunstchau vystizne 
a citlive charakterizoval: „Kokoschka je 
zde enfant terrible. Protoze pfedcasny 
üspech (prodal v prvnich dnech vse, co vy- 
stavil) jiz leckterym hochüm ublizil, je pe- 
dagogicky sprävne jej mirnit. Takze pane 
Kokoschko, Vase nävrhy na gobelin jsou 
ohavne: louka Oktoberfestu, surove indi- 
änske umeni, etnograficke muzeum, po- 
matene udelany Gauguin, coz vim, a pre- 
sto si nemohu pomoci: leta jsem nezazil 
zajimavejsi debut. Tento enfant terrible 
je totiz vskutku dite, naprosto zädny po- 
zer, ne, sprävny chlapec. Säm mi vysvet- 
loval smysl svych obrazü s naivitou, kterä 
vübec neni dnesni. A zatimco jsem mu 
naslouchal, jak s neobratnymi gesty ru- 
kou vyklädä svä detinskä slova, v duchu 
jsem si fikal: ,tady je neco ryziho a sve- 
ziho, neco zäkladniho, co touzi po vy- 
razu... Na jmeno Kokoschka si (...) musim 
dät pozor. Nebot' kdo se ve svych dvaadva- 
ceti letech chovä tak kanibalisticky, müze 
se moznä ve tficeti stät velmi originälnim, 
prvofadym umelcem'." 25 

Je nesmirne zajimave, ze präce, ktere 
byly pro Muthera vyrazem divosske suro- 
vosti, zapüsobily na Adolfa Loose - muze, 
ktery ve stati Ornament a zlocin (Ornament 
und Verbrechen), vydane tyz rok, obvi- 
nil kultivovanou estetiku secese z regrese 
k divosstvi - jako ztelesneni eiste ume- 
lecke pravdy a budouenosti. Ti dva, starsi 
a zkuseny Loos vyslovujici jako hlas vo- 
lajiciho na pousti sve Reci do präzdna 
(Ins Leere gesprochen), a mlady, horec- 
naty Kokoschka, v sobe rozeznali „nosi- 
tele snu" o autenticite civilizovaneho zi- 
vota a jeho pravdiveho, otevfeneho vnitf- 
niho vyrazu. Hluboce je spojilo dilo, ktere 
Kokoschka pfedstavil na Internationale 
Kunstschau 1909 a ktere bylo jeho skutec- 
nym expresionistickym manifestem: po- 
malovanä busta z nepälene hliny, nazvanä 
Välecnik, jez byla dramatickym autopor- 
tretem mladeho umelce. V Kokoschkovych 



a Loosovych vzpominkäch se v souvislosti 
s timto dilem (1909) datoväni vzäjemneho 
kontaktu (1908) rozehäzi. Kokoschka 
svoji expresionistickou inkunäbuli situ- 
uje nesprävne jiz na Kunstschau 1908 
a s ni teprve spojuje setkäni s Loosem. 
Loos vzpominä, ze v Kokoschkove expo- 
zici vzbudily jeho velkou pozornost fi- 
gurälni kresby v zivotni velikosti - nä- 
vrhy pro gobelin Nositele snu. 26 Rad by je 
ziskal, patf ily vsak Wiener Werkstätte, 27 
pro ktere Kokoschka maloval pohled- 
nice, vejife a jine komereni zbozi: „Ihned 
mi bylo jasne, ze je zde pächän nejvetsi 
zlocin na duchu svatem"! Loos si nechal 
Kokoschku zavolat, aby se ho zeptal, co 
präve delä. Ten pry odvetil, ze modeluje 
bustu, kterä byla ovsem hotova jen v jeho 
hlave. Näsleduje strohä loosovskä anek- 
dota: „.Koupim ji. Kolik stoji?' ,Cigaretu.' 
.Dojednäno, nikdy nesmlouväm.' Nakonec 
jsme se dohodli na padesäti korunäch." 28 
Busta Välecnik byla ve skuteenosti vy- 
tvofena a vystavena az o rok pozdeji, 
na Internationale Kunstschau 1909. 29 
V tomto roce zacal take Loos Kokoschku 
agilne podporovat. 

Vyznamny kokoschkovsky badatel 
Claude Cernuschi upozornil, ze v odlis- 
nych verzieh poeätku vzäjemneho vztahu 
(u Loose pfed, u Kokoschky po vzniku 
plastiky) zdürazhoval kazdy z protago- 
nistü podvedome vlastni roli. Loos do- 
klädal prioritu sveho vlivu na mladeho 
umelce, ktery se az po setkäni s nim ob- 
rätil od secese k expresionismu, za- 
timco Kokoschka vlastni vyvojovy zlom 
od Loosova püsobeni oddelil a kladl jej 
pfed nej. 30 Obrovsky podil Loosovy osob- 
nosti behem formoväni sveho umelec- 
keho a osobniho zivota vsak vyzdvihl nej- 
uslechtilejsim srovnänim: „Seznämeni 
s nim behem Kunstschau roku 1908 melo 
rozhodujici vyznam nejen pro moji ume- 
leckou drähu, ale i pro müj zivot. Nechci 
byt neskromny, ale to, co fekl Dante 
o Vergiliovi, mohl bych jä za sebe fici 
o Loosovi. Proväzel mne nebem i pek- 
lem zivota jako verny prüvodce." 31 Timto 
pfirovnänim vystihl podstatnou komple- 
mentaritu vztahu odlisnych osobnosti, 
jez se v dany moment vhodne spojily 



ve funkeni alianci: „Kokoschka inicio- 
val stylovou zmenu, Loos ji poskytl inte- 
lektuälni refereneni rämec, v nemz zis- 
kala vyznam, a ücinne posilil vlastni po- 
staveni v dobovych intelektuälnich dis- 
kusich a polemikäch." 32 Kokoschka jeho 
uvazoväni zprvu nerozumel: „To, ze Loos 
spatfoval v myeh obrazech umeleckä dila, 
jsem skoro nechäpal a bral jsem to jako li- 
chotku. Posiloval mne v tom, abych zü- 
stal u sveho zpüsobu videni a nepropadl 
rutine nebo teoriim, ale nasel prostfed- 
nietvim malby zäklad k pochopeni vlastni 
role ve svem svete: abych poznal säm 
sebe. O expresionismu bych v zäsade fekl, 
ze jej tehdy timto zpüsobem chäpal kazdy 
tvürci clovek." 33 
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As they both recollect, Oskar Kokoschka 
and Adolf Loos first met at Kunstschau 
1908 in Vienna. 16 The exposition in- 
stalled in the garden pavilion that had 
been designed for this occasion by Josef 
Hoffman expressed the programme of 
a total penetration of life and art: "The ob- 
jects of daily use became museum pieces, 
while even the most serious paintings and 
sculptures were assigned only a decora- 
tive funetion." 17 The highly aesthetised 
phase of the Klimt Secession incorpo- 
rated the fin-de-siecle ideas and lifestyle 
into the rampant material exclusivity and 
decorative beauty, and so it embodied 
the perfect opposite of Loos' opinions, 
although it shared a number of period 
cultural attitudes with them, for example 
the strong belief in the internal related- 
ness of aesthetics and ethics, but also the 
exclusive, morally ambivalent, antifemi- 
nist picture of woman, concentrating in 
itself erotic, unknown, instinetive and 
destruetive discourses. 18 Let us say that 
while the Klimt Secession, by means of its 
stimulating, effeminate aesthetics, mani- 
fested these discourses and made them 
topical, Kokoschka, in his Performance 
at Kunstschau 1908 and particularly at 
Internationale Kunstschau 1909 one year 
later, performed their expressive analysis, 
in a similar way in which Loos analysed 
them intellectually. In the first case, the 
'analysis' is carried out from the subjec- 
tive-existential perspective; in the second 
case from the objective-rational perspec- 
tive. These different approaches comple- 
mented each other, as well as the very 
different characters of both the artists. 19 

Kokoschka conditioned his partieipa- 
tion at Kunstschau in such a way that he 
would only present his works to the jury 
when they had already approved of it. The 
committee managed by Klimt aeeepted 
the condition and, on the basis of Klimt' s 
intercession, the committee gave him an 
individual room. 20 Here he presented lith- 
ographs for The Dreaming Boys (Die träu- 
menden Knaben) and three cartons for the 
tapestry Dream Bearers (Traumtragenden) 
with life-size acts (the cartons are miss- 
ing). These works entirely diverged from 



the programme of Vienna Secession and 
raised sharp criticism from critics and the 
public; 21 Kokoschka was labelled a sav- 
age ("ein Wilder"). As a note of interest, 
it is also a blasphemic epithet that Loos 
connected with the ethical connota- 
tions of ornamental aesthetics. However, 
the presence of Kokoschka's expressive 
drawings at Kunstschau 1908 was ideo- 
logically entitled by a minor programme, 
claiming the totality of the aesthetic 
principle in his authentic style: exposi- 
tion of 'children art', prepared by Franz 
Cizek, expressed the strong belief that 
the aesthetic instinet is an anthropologi- 
cal constant - man is a homo aestheticus. 
In 1906, Cizek, from the very beginning 
connected with Vienna Secession, became 
an aesthetics professor at The School 
of Applied Arts, where Kokoschka had 
already been studying for a year. The at- 
titudes of the pedagogue who refused the 
traditional coneept of teaching children 
arts, based on the acquisition of proce- 
dures introducing them to the aesthetics 
of adults, and allowed for a passageway 
for their spontaneous creation, were close 
to him. 22 Children's creative expression 
represented authentic contact with experi- 
encing the world that becomes inaccessi- 
ble to adults. Together with the impulses 
of the so-called primitive art that he found 
during his visits to the ethnographic 
collections of The Museum of Natural 
History, he helped Kokoschka transform 
the Secession language into an expression 
instrument of the intuitive experiencing 
of the world, internally semantic, imme- 
diate and expressive. He influenced not 
only his posteards, prints and fan paint- 
ings for Wiener Werkstätte, but also the 
hallucinative world of lithographs for 
the fairy tale The Dreaming Boys, in which 
Kokoschka "transformed a child's dream 
about a fairy tale land, so fashionable 
among his older colleagues, into a night- 
mare of adolescents." 23 Kokoschka's first 
literary-art work still retains the connec- 
tion to the fragile lyricism ver sacrum but 
the Secession garden is already threat- 
ened by monsters, the aesthetic dream- 
ing is penetrated by the sinister and the 



uncontrollable Coming from the inside: 
" - I am the werewolf circling round - / 
when the evening bell dies away / 1 steal 
into your garden." 24 

Cizek, by introducing rudimentary 
children's art to the aesthetic theory 
of the Secession, made it possible for 
Kokoschka's expressive style, includ- 
ing the radical designs on the cartons, 
to enter the coneeption of Kunstschau. 
These convinced Loos to join the efforts 
of this young man with the programme 
efforts of the intellectuals and artists 
that have finished with the 'aesthetics of 
concealing' characterising not only the 
academic canon, but also the sophisti- 
cated aesthetism and symbolism of the 
Vienna Secession. The German critic and 
art historian Richard Muther accurately 
and sensitively characterised Kokoschka's 
first public appearance in the context of 
Kunstschau: "Kokoschka is an enfant ter- 
rible here. Because premature success (he 
sold everything he had exhibited during 
the first days) has harmed a number of 
boys, it is pedagogically right to moder- 
ate it. So, Mr Kokoschka, your tapestry 
designs are hideous: Oktoberfest field, 
crude Indian art, museum of ethnog- 
raphy, deranged Gauguin, which I am 
aware of, and still I cannot help myself: 
I have not experienced a more interest- 
ing debut for years. This enfant terrible is 
indeed a child, absolutely not a poser, no 
sir, a good boy. He himself explained the 
meaning of his paintings with a naivety 
that is by no means today's. And while 
I was listening to him explain his childish 
words, using clumsy hand gestures, I was 
saying to myself 'there is something pure 
and fresh here, something fundamental 
that wishes to be expressed... I have to be 
careful of the name Kokoschka (...) For 
whoever behaves so cannibalistically in 
his twenties may become a very original, 
first-class artist when he is thirty.'" 25 

It is extremely interesting that the 
works that Muther believed to be an 
expression of savage crudeness made 
an impression on Adolf Loos - the man 
who, in the essay Ornament and Crime 
(Ornament und Verbrechen), accused the 



cultured aesthetics of the Secession of 
its regression towards savagery - as the 
embodiment of pure artistic truth and 
future. These two, the older and more 
experienced Loos pronouncing as a voice 
calling in a desert his Spoken into the Void 
(Ins Leere gesprochen) and the young, 
feverish Kokoschka recognised in each 
other the 'bearer of the dream' about 
the authenticity of civilised life and its 
true, open, inner expression. They be- 
came deeply connected by the work that 
Kokoschka presented at Internationale 
Kunstschau 1909 and that was his true 
expressionist manifesto: the painted bust 
of raw clay called The Warrior, which was 
a dramatic self-portrait of the young art- 
ist. In Kokoschka's and Loos' memoirs, 
the dating of their contact in relation to 
this work (1909) differ. Kokoschka places 
his expressionist incunabula wrongly 
at Kunstschau 1908 and only with it he 
dates the first encounter with Loos. Loos 
remembers that, in Kokoschka's exposi- 
tion, he was very attracted by life-size 
figure paintings - Sketches for the Dream 
Bearers tapestry. 26 He would have liked 
to get these but they belonged to Wiener 
Werkstätte, 27 for which he painted post- 
cards, fans and other commercial goods. 
"It was immediately clear to me that 
a huge crime against the Holy Spirit is be- 
ing committed here!" Loos had Kokoschka 
called to ask him what he was doing. He is 
said to have replied that he was modelling 
a bust, which had been finished only in- 
side his head though. An austere Loosean 
anecdote follows: '"I will buy it. How 
much is it?' 'A cigarette.' 'Done, I never 
negotiate.' In the end, they agreed on fifty 
crowns." 28 The bust The Warrior was, in 
fact, created and exhibited only a year 
later, at Internationale Kunstschau 1909. 29 
It was also in this year that Loos began to 
agilely Support Kokoschka. 

A significant Kokoschkean re- 
searcher, Claude Cernuschi, has pointed 
out that, in the different versions of the 
beginning of the relationship (for Loos 
before and for Kokoschka after the crea- 
tion of the plastic), each of the protago- 
nists subconsciously emphasised their 



roles. Loos documented the priority of 
his influence on the young artist that only 
after meeting him turned from Secession 
to expressionism, while Kokoschka sepa- 
rated his own development breaking point 
from Loos' influence and placed it before 
it. 30 However, he expressed a great deal of 
Loos' personality during the formation of 
his artistic and personal lives by a most 
noble comparison: "Meeting him during 
Kunstschau 1908 was of the essence not 
only for my career in arts, but also for my 
life. It may seem immodest, but I must 
say of Loos was Dante said of Vergil: he 
led me through the heaven and hell of 
life as a faithful companion and guide." 31 
By means of this simile, he captured the 
fundamental complementarity of the 
relationship of the different personalities 
that, at that moment, conveniently joined 
in a functional alliance: "(...) Kokoschka 
initiated the stylistic change, but Loos 
contributed a powerful intellectual frame 
of reference within which this change ac- 
quired meaning, and effectively reinforced 
his own position in the intellectual and 
polemical debates of the time." 32 At first, 
Kokoschka did not understand his think- 
ing: "That Loos treated my pictures as 
works of art was barely comprehensible to 
me; it seemed like flattery. Nevertheless, 
it strengthened my feeling that I must 
not pursue routines or theories, but must 
find through my painting a basis for self- 
knowledge. At that time, I think, all young 
people feit essentially the same way about 
Expressionism." 33 
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Oskar Kokoschka, kolem 1910 
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„Vlastm portret jako välecmk": 
inverze vnitfnfho v autonomni podobu 



Ve Välecnikovi se Kokoschka radikälne ro- 
zesel s vytvarnym jazykem secese - pruz- 
nou linii, sablonovite dekorovanym po- 
vrchem a dematerializujici plosnosti. 34 
Tyto charakteristiky nahradil jejich pfi- 
mym opakem: fyzicky bezprostf ednim, 
zämerne deformovanym zjevem s dras- 
tickymi fyziognomickymi rysy, ktere evo- 
kuji oblicej, z nehoz je strzena küze 
- slupka povrchu, vytväfejici iluzi kon- 
vencni kräsy; tväf prezentuje gesticky cle- 
nenou, akcentovanou strukturu, kterou 
Klaus Albrecht Schröder oznacil za „iko- 
nografii rozervaneho masa". 35 Välecnik 
takto demonstruje prünik zevni podobou; 
je to psychofyzicky V ecorche vif (zivy sta- 
zenec z küze). Povrch püsobi jako odha- 
lene syrove maso protkane slachami, tep- 
nami a nervy, krk, ramena a zachycenä 
horni cäst hrudi jsou brutälne zbytnele 
a promodelovane vybouleninami, jako by 
bylo telo podrobeno metamorfoze zpü- 
sobujici kf ecovite tense a pulsace v tkä- 
nich. Tuto expresivni inverzi vnitfnfho 
tela v jeho viditelnou podobu realizoval 
Kokoschka v temze roce malbou na zivych 
telech hercü pfi skandälnim uvedeni sve 
hry Vrah, nadeje zen (Mörder Hoffnung der 
Frauen) v zahradnim divadle Kunstschau, 
jez vedlo k rozchodu s Klimtovym okru- 
hem a vyhozeni z Umeleckoprümyslove 
skoly: „Tväfe a tela, pokud nebyly zaha- 
leny, jsem pomaloval a uplatnil tak sve 
znalosti z Närodopisneho muzea. Na pre- 
parovanych lebkäch primitivnich närodü 
jsem se naucil, jak se jim - üdajne ze stra- 
chu pfed smrti - maluji zive rysy, mimika, 
vräsky smichu i hnevu, aby zdänlive ozily. 
Podobnym zpüsobem jsem ozdobil take 
paze a nohy hercü liniemi nervü a pletenci 
svalü a slach, ktere lze videt i na mych 
kresbäch." 36 

V intelektuälnim prostf edi Adolfa 
Loose a Karla Krause byl opet aktuäl- 
nim autorem Arthur Schopenhauer. 37 
Expresivni dynamika hmoty prostupu- 
jici zevnitf na divoce pomalovany po- 
vrch busty pfinäsi ve spojeni s prin- 
cipem V ecorche zajimavou analogii se 
Schopenhauerovym konceptem „veci 
o sobe" (noumenon), kterä je, na roz- 
dü od Kantova konceptu, poznatelnä 



prostf ednictvim vnitfni zkusenosti vlo- 
zene do organismu, jenz produkuje „vüli 
k zivotu", neüprosny närok ja. Vlny ener- 
gie, kypici uvnitf objemü a zaplavujici ob- 
nazeny Organismus autoportretu, jako 
by vskutku viditelne vyjadfovaly üpor- 
nou vüli bytosti „setrvat ve svem byti", od- 
kazujici ostatne i na symboliku „välec- 
nika", nebot' egoistickä povaha teto vüle 
vede k boji. Kokoschkovo individualis- 
ticke gesto sväzalo ve Välecnikovi do or- 
ganickeho uzlu mnohocetne myslenkove 
proudy a inklinace doby a v obnazene, ex- 
presivni podobe je pfedlozilo vefejnosti. 

Busta vzbudila vef ejne pohorseni: 
„Byl to vlastne autoportret s otevfenymi 
üsty a vyrazem prudkeho vykfiku. Moje 
mistnost se pro videnske publikum stala 
„kabinetem hrüzy", mym dilüm se lide 
smäli. V otevfenych üstech sve busty jsem 
denne nachäzel kousky cokolädy nebo 
neco podobneho, cimz zf ejme divky vy- 
jadfovaly dodatecny üsmesek nad „vrch- 
nim divochem", jak mne oznacil kritik 
Ludwig Hevesy." 38 Loos v plastice spat- 
f oval neco zcela jineho nez bezne publi- 
kum. Pfivital v ni radikälni umeleckou od- 
poved etablovane a spolecensky integro- 
vane estetice secese, jiz säm ümyslne po- 
tupil spisem Ornament a zlocin; spolec- 
nost omämenä ornamentem mela vystfiz- 
livet: jeji pudovä pfichylnost k zdobne es- 
tetizaci zivota neodpovidala moderni ci- 
vilizovane existenci cloveka a devalvo- 
vala jeho morälni identitu na üroveh di- 
vosstvi, ktere je reliktne pfitomno v psy- 
chice morälne nevyvinutych zlocincü. 39 
Umelecky postoj spojil s postojem moräl- 
nim. Tato myslenka ve skutecnosti nebyla 
arbiträrnim näzorem, nybrz väzne pro- 
myslenym problemem jednotne perspek- 
tivy, v niz lze chäpat svet. Jak pfipominä 
Cernuschi, pregnantne ji vyjädfil Loosüv 
zäk Ludwig Wittgenstein v kategoricke 
formulaci: „Etika a estetika jsou jedno". 40 
Wittgenstein spojil obraz a skutecnost kri- 
teriem pravdivosti ve smyslu adekvace, ni- 
koli imitace: „Forma zobrazoväni je moz- 
nost, ze se k sobe veci maji tak jako prvky 
obrazu." (2. 151) „Tak je obraz spojen se 
skutecnosti; pronikä k ni." (2. 1511). 41 
Neco takoveho mel na mysli i Loos. 



Neco takoveho mel na mysli i Kokoschka 
- a expresionismus takoveto formulaci od- 
povidä. Kokoschka se od Videnske secese, 
vjejichz institucich se umelecky vzdelä- 
val a skolil (Umeleckoprümyslovä skola, 
kde studoval a soucasne ve vecernich kur- 
sech ucil kresbu, a Wiener Werkstätte, 
pro nez vyräbel „- kunst im dienste des 
kaufmanns -", jak napsal Loos), 42 odvrä- 
til z intuitivnich düvodü, vyplyvajicich 
z jeho umeleckeho naturelu. 43 Pfesto se 
postoje zkuseneho Loose a zacinajiciho 
umelce setkaly v kruciälnim miste, v po- 
hledu na identitu moderniho subjektu. 
Kokoschka v sobe nesl genia expresio- 
nismu, ktery se pro neho stal celozivotni 
humanistickou formuli, obnazujici auten- 
ticitu, rozporuplnost i vnitfni tenze lid- 
ske existence. Tato pravdivost vyzado- 
vala rozbit ci reformovat imitacni formy 
a konvencni känon kräsy. Rovnez Loos 
byl pf esvedcen, ze spolecnost je nutno re- 
formovat reformou jejiho umeni, respek- 
tive kultury, jez namisto toho, aby vyjad- 
fovala pravdivou identitu moderniho clo- 
veka, zastirä ji estetickou maskou zdäni. 
„Zatrat'me heslo: zdät se a nebyt", na- 
zval Loos svou polemickou stat', kterä vy- 
sla jiz v roce 1897 v Die Zeit. 44 Jak upozor- 
nil Claude Cernuschi, Loos byl soucasne 
ve svych teoretickych vychodiscich synem 
sve doby: darwinisticky pfedpoklad, ze vy- 
voj jedince opakuje vyvoj druhu (ontoge- 
neze se opakuje ve fylogenezi), mu po- 
slouzil jako vychodisko k tezi, spojujici 
v pevne uzavf enem trojühelniku estetiku, 
etiku a biologii. 45 Zäliba v ornamentu je 
estetickym symptomem morälni regrese, 
jiz lze opfit o biologicky argument evo- 
luce. Eticke düsledky jsou zfejme: imitace 
zastirä pravdive vlastnosti materiälu, Or- 
nament falsuje pravdivy vyraz forem - jde 
o pfedstiräni, nepravy zivot; morälni Cha- 
rakter kultury tkvi v autenticite jejich ma- 
teriälovych a vyrazovych prostfedkü, ne- 
bot' ta vyjadfuje autenticitu zrale, civilizo- 
vane lidske existence. V Kokoschkove ra- 
dikälnim vystoupeni na Internationale 
Kunstschau 1909 spatfoval Loos zivy mo- 
ment teto autenticity a vzpouru tvürci in- 
dividuality proti konvencionalizovane es- 
tetizaci zivota, jez byla programem jak 



konzervativniho, tak secesniho umeni 
- programem, ktery falsoval lidsky zivot. 
Kokoschküv .autoportretni yykfik' jej hlu- 
boce oslovil präve tim, cim jine odrazo- 
val: vyjädf enim osoby v podobe psychofy- 
zicky obnazeneho lidstvi. Nikdy se s ni ne- 
rozloucil: „Moji tolik diskutovanou plas- 
tiku ziskal Adolf Loos, s nimz jsem se 
tehdy seznämil a ktery si ji ponechal az 
do smrti", 46 vzpominal Kokoschka. 

Intenzivni osobni a intelektuälni 
vztah mezi Adolfem Loosem a Oskarem 
Kokoschkou osvetluji vzäjemne si od- 
povidajici hlediska Loosova konceptu 
a Kokoschkova umeleckeho pojeti, 
jez obecne feceno, exponuji pravdu: 
Kokoschkova technika a zpüsob malby ko- 
respondovaly s Loosovym pozadavkem 
na adekvätni vyjädfeni vlastnosti materi- 
älu ve zpüsobu jeho uziti. Stavba opläs- 
tenä v historizujicim ci secesnim duchu 
reprezentuje pomoci pfedstiräni este- 
ticke, kulturni a dalsi spolecenske ideje, 
jez ji zahaluji do jine identity; zbavime-li 
stavbu ornamentu, obnazi se spolu s au- 
tenticitou materiälu konstitutivni tvar 
stavby a ta se stane prostym, pfimym vy- 
razem sebe sama; Loos pozadoval, aby 
stavba, näbytek, odev, vyjadfovaly svoji 
vlastni identitu a funkci. Tento koncepcni 
rämec odpovidä Kokoschkove pojeti por- 
tretu: vizuälni transparence zbavuje po- 
dobiznu konvencniho sociälniho obalu, 
ktery u tradicniho portretu tvofi vlastni 
portretni reprezentaci, pfekryvajici auten- 
ticitu osoby. Kokoschka tuto skofäpku re- 
prezentace odstranil, obnazil konstitu- 
tivni vnitfni struktury cloveka a vytvofil 
tak pfimy otisk osoby v jeji zive, individu- 
älni podstate. 47 Takovy postoj jej oprav- 
hoval inspirovat se i umenim mimoev- 
ropskych .divosskych' kultur, jez poznä- 
val pfi nävsteväch Närodopisneho odde- 
leni videnskeho Pfirodovedneho muzea; 
Loosova kritika ornamentu (poukazu- 
jici na evolucne pfekonany stupen divos- 
skych kultur) se zamef ovala na estetizaci 
povrchu; Kokoschkovu inspiraci ,divos- 
skymi' artefakty probudil opacny zämer: 
proniknout pod povrch, k podstate osoby, 
a exponovat tento vnitfek. Je zajimave, 
jak tyto inspirace Kokoschka senzitivne 



spojil s vnitfnimi podminkami lidske by- 
tosti a s jejimi psychickymi strukturami. 
Takove pojeti mohl Loos bez problemü 
schvälit. 

Cernuschi upozornil, ze obousmernä 
intelektuälne-umeleckä aliance Loose 
a Kokoschky byla zalozena na shodne 
„...filosofii pravdy - filosofii, kterä mä, 
rovnez v typickem loosovskem pojeti, 
mnohocetne komponenty: hmotnou, bi- 
ologickou, epistemologickou stejne jako 
etickou. Jestlize jsou jejich teoreticke po- 
stupy podobne, lze odtud pfedpoklä- 
dat, ze pro kazdy pokus venovat se pro- 
blematice otevfene Kokoschkovymi por- 
trety, nebo snahu vytvofit spojeni mezi 
Kokoschkovym a Loosovym pohledem 
na svet, je prospesne vyuzit Loosovu kri- 
tiku ornamentu jako urciteho druhu exe- 
getickeho vzoru. Timto zpüsobem lze ob- 
jasnit nejen Kokoschkovy vlastni interpre- 
tacni pfedpoklady, nybrz, coz je nemene 
vyznamne, zpüsoby, jimiz Loos inter- 
pretoval Kokoschkovu präci, aby se jeho 
vlastni polemicke postoje posilily a ukä- 
zaly v ostfejsim reliefu." 48 Kokoschkova 
portretni tvorba kolem roku 1910 tak 
byla spojena s Loosovym näzorovym sys- 
temem a puzena stejnou ideou: vytvo- 
fit novä pravidla umeni, kterä antik- 
vuji formy a obsahy spjate s historicismy 
kulturni reprezentace, vcetne jejich se- 
cesni metamorfozy, 49 a kterä budou re- 
prezentovat moderni autenticitu cloveka 
tak, jak ji definovaly üvahy a präce f ady 
osobnosti videnskeho intelektuälniho 
a umeleckeho zivota na pf elomu stoleti: 
Sigmunda Freuda, Karla Krause, Arnoida 
Schönberga ci Ludwiga Wittgensteina. 

Vlastni portret jako välecnik pf edsta- 
vuje milnik ve vyvoji Kokoschkovy rane 
tvorby a pocätek intenzivniho vztahu 
mezi otcovskym protektorem a jeho chrä- 
nencem. Styky, jen nakrätko pferusene 
v letech 1912-1914 Kokoschkovym vzta- 
hem s Almou Mahlerovou, kterä Loose 
odmitala, byly po rozchodu dvojice opet 
rychle obnoveny. Kokoschka vzpominä, 
jak jej Loos pozval po skandälnim uve- 
deni hry Vrah, nadeje zen na jeho prvni 
sklenku whisky, 50 jak se jej snazil po vy- 
puknuti välky chränit tim, ze zajistil jeho 



umisteni v jezdeckem pluku a „udelal, 
co bylo v jeho siläch, abych ve välce pfe- 
zü", 51 jak si odnäsel hotove Kokoschkovy 
obrazy „ne proto, ze by je chtel sbirat, ale 
aby zabränil tomu, ze bych z nedostatku 
pläten pfemaloval uz hotovä." 52 Kdyz 
mluvil o Kokoschkovi, stoupaly Loosovi 
slzy do oci, vzpominala Elsie Altmann- 
Loosovä, nebot' v nem „zbozhoval umelce 
a miloval jej jako vlastniho syna". 53 A kdyz 
se Kokoschka v Pafizi naposledy videl 
s polosilenym Loosem, cpal mu jeho pa- 
tron a otcovsky mentor do üst „zdravou 
stravu". 54 Jeden z nejsilnejsich a psycho- 
logicky nejpodivuhodnejsich vztahü mezi 
umeleckymi osobnostmi charakterizovala 
komplementarita vis intellectualis (Loos) 
a vis expressionis (Kokoschka), ktere jako 
by se ve stinu, obklopujicim Loose v zä- 
veru jeho zivota, timto polosilenym ges- 
tern vzäjemne pf emistily. 



'Self-portrait as a warrior': 

an inversion of the inner into an autonomous form 



In The Warrior, Kokoschka radically 
diverged from the art language of the 
Secession - the sinuous line, decorative 
patterning, and flattened surface charac- 
teristics 34 He replaced these characteris- 
tics with their exact opposite: physically 
immediate, deliberately visual distortion 
with drastic physiognomic features evok- 
ing a face stripped of its skin - the skin of 
the surface creating the illusion of con- 
ventional beauty; he presents the face by 
means of an accented structure segmented 
in gestures that Klaus Albrecht Schröder 
called the "the iconography of torn meat" 35 
In this way, The Warrior demonstrates 
the penetration of the outer structure; 
it is a psych ophysical V ecorchevif (live 
ecorche). The surface gives the impression 
of uncovered raw meat interwoven with 
tendons, arteries and nerves; the neck, the 
Shoulders and the upper part of the ehest 
captured are brutally swollen and mod- 
elled with bulges as if the body has under- 
taken a metamorphosis causing spasmodic 
tensions and pulsations in the tissues. 
Kokoschka realised this expressive inver- 
sion of the inner body into its visible form 
in the same year by means of a painting 
on live bodies of actors at the scandalous 
introduetion of his play Murderer, the wom- 
en's hope (Mörder, Hoffnung der Frauen) in 
the Kunstschau garden theatre that led 
to the split with Klimt's circle and expul- 
sion from The School of Applied Arts: 
"I dressed them in makeshift costumes of 
rags and scraps of cloth and painted their 
faces and bodies, where exposed. In this, 
I had been helped by my visits to the eth- 
nographical museum. There I had learned 
how primitive peoples, presumably as a re- 
action to their fear of death, had decorated 
the skulls of the dead with facial features, 
with the play of expressions, the lines of 
laughter and anger, restoring to them the 
appearance of life. In a similar way I deco- 
rated the actors' arms and legs with nerve 
lines, muscles and tendons, just as they 
can be seen in my old drawings." 36 

In the intellectual environment 
of Adolf Loos and Karl Kraus, Arthur 
Schopenhauer was a topical author 
again. 37 The expressive dynamics of the 



mass penetration from inside towards 
the wildly painted surface of the bust 
brings, in connection with the Y ecorche 
principle, an interesting analogy with 
Schopenhauer's coneept of 'things-in- 
themselves' (noumenon) that canbe, un- 
like Kant's coneept, known through inner 
experience embedded into the organism 
that produces the 'will to live', the relent- 
less claim of 'Me'. The waves of energy 
boiling inside the volumes and flooding 
of the naked body of the self-portrait as 
if they really visibly expressed the fierce 
will of the being to 'remain in their being', 
referring also to the symbolism of the 'war- 
rior' for the egotist character of this will 
lead to a fight. Kokoschka's Individual- 
ist gesture in The Warrior bound, into an 
organic knot, numerous idea streams and 
inclinations of the time and, in a naked, 
expressive form, it presented it to the 
public. 

The bust raised public indignation: 
"In fact this was a self-portrait with an 
open mouth, the expression of an im- 
passioned cry. As far as the Viennese 
public was concerned, my room became 
'the Chamber of Horrors', and my work 
a laughing-stock. Every day I found bits of 
chocolate and other debris in the mouth 
of my bust, probably put there by girls 
as a further expression of scorn they feit 
for the Oberwildling, the Chief Savage, as 
I had been dubbed by the critic Ludwig 
Hevesi." 38 Loos saw something completely 
different in the plastic than the common 
audience. He welcomed the radical artistic 
response of the established and socially in- 
tegrated aesthetics of the Secession that he 
had intentionally humiliated by the trea- 
tise Ornament and Crime; society, stupe- 
fied by the ornament, should sober up: its 
instinetive inclination towards the ornate 
aesthetisation of life did not correspond to 
the modern civilised existence of man and 
devaluated his moral identity to the level 
of savagery, which is residually present in 
the psyche of morally undeveloped individ- 
uals. 39 He linked the artistic approach with 
a moral one. In fact, this idea was not an 
arbitrary view, but a seriously thought-out 
problem of a unified perspective in terms 



of which the world can be understood. As 
Cernuschi notes, Loos' Student, Ludwig 
Wittgenstein aptly expressed it by the cat- 
egorical formulation "Ethics and aesthet- 
ics are one and the same." 40 Wittgenstein 
connected image and reality by means 
of a criterion of truthfulness in terms of 
adequation, not imitation: "Pictorial form 
is the possibility that things are related 
to one another in the same way as the 
elements of the picture." "That is how 
a picture is attached to reality; it reaches 
right out to it." 41 Something like this was 
on Loos' mind too. 

Something like this was on 
Kokoschka's mind too - and expression- 
ism is in compliance with such a formu- 
lation. Kokoschka turned away from the 
Vienna Secession, in whose institutions 
he had educated himself in the arts and 
where he had trained (The School of 
Applied Arts, where he had studied and, at 
the same time, taught drawing in evening 
courses, and Wiener Werkstätte for whom 
he also produced "- kunst im dienste des 
kaufinanns -", as Loos wrote) 42 for in- 
tuitive reasons arising from his artistic 
nature. 43 Nevertheless, the attitudes of the 
experienced Loos and the fledgling artist 
met in a crucial point, in the view of the 
identity of the modern subject. Kokoschka 
carried in himself the genius of expres- 
sionism that became his lifetime human- 
ist formula, uncovering the authenticity, 
inconsistency and inner tensions of hu- 
man existence. This truthfulness required 
to break or deform imitation forms and 
the conventional canon of beauty. Also 
Loos was convinced that society needs to 
be reformed by means of a reform of its 
art, or rather culture, which, instead of 
expressing the true identity of modern 
man, conceals it with an aesthetic mask of 
illusion. "Let Us Reject 'To Seem and not to 
Be'!", that is how Loos titled his polemi- 
cal essay that was published in 1897 in Die 
Zeit. 44 As Claude Cernuschi noted, Loos 
was, with his theoretical background, 
a son of his own period: the Darwinian as- 
sumption that the development of an indi- 
vidual repeats the development of the kind 
(ontogenesis is repeated in phylogenesis) 



helped him to Support his proposition 
connecting a firmly closed triangle of aes- 
thetics, ethics and biology. 45 Liking Orna- 
ments is an aesthetic Symptom of moral 
regression that can be supported by the bi- 
ological argument of evolution. The ethical 
consequences are obvious: imitation Cov- 
ers the true features of a material, an Orna- 
ment falsifies the true expression of forms 
- it is pretending, an unreal life; the moral 
character of a culture lies in the authentic- 
ity of its material and expression means, 
for that is what expresses the authentic- 
ity of a mature, civilised human exist- 
ence. In Kokoschka's radical Performance 
at Internationale Kunstschau 1909, Loos 
saw a live moment of this authenticity and 
a rebellion of creative individuality against 
the conventionalised aesthetisation of life, 
which was the programme of both conserv- 
ative and Secession arts - a programme 
that falsified human life. Kokoschka's 
'self-portrait cry' made a deep impression 
on him by exactly the thing that discour- 
aged others: by the expression of a person 
in the form of a psychophysically naked 
humanity. He never parted with it: "My 
much-debated sculpture was bought by 
the architect Adolf Loos, whom I now met 
for the first time, and who kept it until his 
death," 46 Kokoschka remembered. 

The intensive personal and intellec- 
tual relationship between Adolf Loos and 
Oskar Kokoschka is enlightened by the 
mutually corresponding aspects of Loos' 
coneept and Kokoschka's approach to art 
that, generally speaking, expose the truth: 
Kokoschka's technique and manner of 
painting corresponded with Loos' de- 
mand for an appropriate expression of the 
features of a material in the manner of its 
use. A building coated in a historicising or 
Secession fashion represents, by means of 
pretending, aesthetic, cultural and other 
social ideas that envelop it in a different 
identity; if the ornament is removed from 
the building, together with the authentic- 
ity of material, the constitutive shape of 
the building is revealed, and the build- 
ing becomes a piain, direct expression of 
itself; Loss demanded for the building, fur- 
niture and clothing to express their own 



identity and funetion. This conceptional 
frame is in compliance with Kokoschka's 
coneeption of portrait: visual transpar- 
ency frees the portrait of the conventional 
social coat that forms the actual portrait 
representation in the traditional portrait 
and Covers the authenticity of the person. 
Kokoschka removed this shell of represen- 
tation, uncovered the constitutive inner 
struetures of man and so created a direct 
imprint of the person in its live, individual 
nature. 47 Such an approach entitled him 
to draw inspiration also from cultures 
outside Europe and 'savage' cultures 
that he encountered during his visits to 
the Department of Ethnography of The 
Museum of Natural History in Vienna; 
Loos' criticism of ornament (adverting to 
the evolutionally overcome stage of savage 
cultures) focused mainly on the aesthetisa- 
tion of the surface; Kokoschka's inspira- 
tion in 'savage' artifacts was awoken by 
the opposite intention: to penetrate under 
the surface, to the nature of the person, 
and expose this inside. It is interesting 
how sensitively Kokoschka connected 
these inspirations with the inner condi- 
tions of human being and with its psychi- 
cal struetures. Such a coneept could be 
easily approved of by Loos. 

Cernuschi has pointed out that the 
mutual intellectual-artistic alliance of Loos 
and Kokoschka was based on the identi- 
cal "(...) philosophy of truth - a philoso- 
phy that, also in typical Loosian fashion, 
has (...) multiple components: material, 
biological, epistemological, psychological, 
as well as ethical. Given that their theoreti- 
cal strategies are similar, it may hence be 
proposed that any attempt to address the 
issues raised by Kokoschka's portraiture, 
or to draw connections between his world 
view and that of Loos, benefits from us- 
ing Loos' critique of ornament as a kind 
of exegetical template. In this manner, 
not only can Kokoschka's own interpre- 
tive assumptions be clarified, but, no 
less importantly, the ways by which Loos 
construed Kokoschka's work as rein- 
forcing his own polemical stances could 
also emerge in sharper relief." 48 Hence 
Kokoschka's portrait produetion around 



1910 was connected with Loos' opinion 
System and driven by the same idea: to cre- 
ate new rules of art that would antiquate 
forms and Contents linked with histori- 
cisms of cultural representation, including 
their Secession metamorphosis, 49 and that 
would represent the modern authenticity 
of man as it was defined by the contem- 
plations and works of a number figures 
of Viennese intellectual and artistic life at 
the turn of the Century: Sigmund Freud, 
Karl Kraus, Arnold Schönberg or Ludwig 
Wittgenstein. 

The Self-portrait as a Warrior repre- 
sents a milestone in the development of 
Kokoschka's early produetion and the 
beginning of an intensive relationship 
between the fatherly protector and his 
protege. The connections, interrupted 
only for a short period of time between 
1912 and 1914 by Kokoschka's relation- 
ship with Alma Mahler who had kept 
refusing Loos, were quickly renewed after 
the break-up of the couple. Kokoschka 
remembers Loos inviting him for his first 
glass of whisky after the scandalous intro- 
duetion of the play The Murderer, Women's 
Hope,'' 0 trying to protect him when the 
war had started by securing him a place 
in a cavalry regiment and by doing "his 
utmost to see that I would survive the 
war," 51 taking away finished Kokoschka's 
paintings, "not with the intention of 
collecting them, or in order to seil them 
for me, but rather to prevent my paint- 
ing over them for lack of a new canvas." 52 
When Loos was talking about Kokoschka, 
tears appeared in his eyes, remembered 
Elsie Altmann-Loos, for in him, "he wor- 
shipped the artist, and he loved him as 
his own son." 53 And when Kokoschka met 
the half-mad Loos in Paris for the last 
time, his benefactor and fatherly mentor 
stuffed 'healthy food' in his mouth. 54 One 
of the strengest and psychologically most 
bizarre relationships between artistic fig- 
ures was characterised by the complemen- 
tarity vis intellectualis (Loos) and vis expres- 
sionis (Kokoschka) that, in the shadow 
surrounding Loos at the end of his life, 
was somehow interchanged by this half- 
mad gesture. 



PORTRETY 
Loosova intervence 



Uvedene expose se müze ve vztahu k te- 
matu, jehoz se tato stat' pfedevsim tykä, je- 
vit jako pfilis okrajove. Ve skutecnosti je 
conditio sine qua non nejen pro pocho- 
peni Loosovy agilni iniciativy pfi zpro- 
stfedkoväni portretnich zakäzek svych 
pfätel a klientü Oskaru Kokoschkovi, ale 
i pro porozumeni düu, ktere je pfedme- 
tem teto stati. Kokoschkova ranä portretni 
tvorba pfedstavuje novy typ portretü, ktery 
vrhl do sveta umeni i do spolecenskeho 
sveta novy typ prezentace lidske individua- 
lity. Z teto perspektivy lze chäpat jak nad- 
senou podporu Adolfa Loose, bez nehoz 
by tato kapitola moderniho umeni vübec 
nebyla napsäna, tak i rezervovany, nejisty 
ci pfimo odmitavy vztah portretovanych 
ke svym podobiznäm. Nelze zde resumo- 
vat ani sifeji rozvijet teze, analyzy a inter- 
pretace, ktere jiz o Kokoschkove portretni 
tvorbe raneho obdobi pfinesla dükladne 
zpracovanä literatura. 55 Presto je i v sou- 
vislosti s pouhymi dvema portrety, ktere 
tento text iniciovaly, vhodne rämcove na- 
znacit vyznam a Charakter Kokoschkovy 
portretni aktivity v klicovem roce 1909. 
Rovnez je nutno zminit nektere okol- 
nosti, souvisejici s vyse popsanou sousta- 
vou vztahü, ktere spojuji Adolfa Loose, 
Oskara Kokoschku a Willyho a Marthu 
Hirschovi. 

Kokoschka, püsobici na Umelecko- 
prümyslove skole a ve Wiener Werkstätte, 
se ve videfiskem umeleckem prostfedi po- 
hyboval jiz pfed tim, nez se jej ujal Loos, 
a zaujal zde i nektere jednotlivce, ktefi za- 
cali jeho präce sbirat. 56 Jak ale säm vzpo- 
minä, „zäjem urcitych videfiskych spole- 
censkych kruhü o moji malbu (...) vzbu- 
dila teprve osobnost Adolfa Loose..." 57 
Loos Kokoschku pfesvedcil, ze jej zajisti, 
opusti-li Wiener Werkstätte. 58 Je mozne, 
ze ho k tomuto rozhodnuti pfimela po- 
bidka Berty Zuckerkandlove, uvefejnenä 
v jeji recenzi Kunstschau 1909: „Jeho pod- 
porovatele by ucinili dobfe, kdyby ho zba- 
vili matouciho vlivu vefejnosti a pfemis- 
tili do jineho umeleckeho prostfedi, da- 
leko od pfilis ekluzivniho stylu a pfilis en- 
tuziastickych pfätel. Byla by skoda nechat 
toto nadäni zakrnet chybne vynalozenou 
podporou." 59 At' osloven näzorem kriticky 



ci nezävisle, Loos se teto ülohy ujal. Stal 
se iniciätorem a zprostfedkovatelem pfi- 
blizne ctyficeti portretü pfätel a klientü, 
ktere Kokoschka vytvofil mezi roky 1909 
a 1910. Jak upozornil Tobias Natter, uplat- 
nil tak strategii doporucovanou jinym ar- 
chitektem, Otto Wagnerem, jinemu expre- 
sionistovi vzeslemu z Klimtova secesniho 
okruhu, Egonu Schielemu. 60 Portret se 
ve Vidni obdobi fin de siede stal kvetoucim 
malifskym oborem. Wagner Schielemu 
radil, jak lze toto medium efektivne vyu- 
zit k ziskäni umelecke povesti a klientely; 
radil malifi vytvofit alespoh tucet por- 
tretü vyznacnych videnskych osobnosti 
(umelcü, hudebnikü, literätü, kritikü, sbe- 
ratelü, ucencü, pfipadne i politikü) a pak 
tyto portrety vystavit. Adolf Loos uplat- 
nil v Kokoschkove pf ipade obdobny po- 
stup, jeho üloha vsak byla odlisnä - pü- 
sobil jako Spiritus agens tohoto umelec- 
keho angazmä a malifüv otcovsky patron. 
Säm sedel Kokoschkovi modelem a zajis- 
t'oval mu modely mezi svymi pfäteli a zä- 
kazniky, ba i lidmi, s nimiz nebyl seznä- 
men, jak doklädä pfipad Augusta Forela. 
Vyznamny svycarsky biolog zil nedaleko 
sanatoria v Leysinu u Zenevskeho jezera, 
kam Loos odvezl Kokoschku, aby vytvo- 
fil portret jeho druzky Bessie, kterä se zde 
lecila na tuberkulozu: „Jednoho dne mne 
Loos vyzvedl a odjel se mnou do Yvonne, 
kde me chtel pfedstavit proslulemu vedci 
Augustu Forelovi. Mel jsem ho, jak se 
Loos vyjädfil, portretovat ,pro vecnost'. 
Loos mu jiz pf edem napsal a pf edstavil 
mne pouze slovy: ,Mäm zde jednoho mla- 
deho genia; musite se od Kokoschky ne- 
chat malovat.' Forel odpovedel, ze nemä 
zäjem, aby ho kdokoli maloval, nemä pry 
cas a malifstvi ho navic ani trochu neza- 
jimä. Loos vsak jej svym pf emlouvänim 
udoläval tak dlouho, dokud stareho vedce 
nepf esvedcil, fekl bych spise nedonutil, 
aby se nechal portretovat. Nesmime zapo- 
minat, ze Loose tehdy ve Svycarsku nikdo 
neznal." 61 Forelüv portret se stal emblema- 
tickym dilem Kokoschkovy rane portretni 
tvorby a lze na nem pregnantne demon- 
strovat vsechny diskutovane symptomy 
Kokoschkova pojeti, ktere se vlastne pfe- 
kryvaji: princip V ecorche s preparovanymi 



venami a nervy, rentgenovä malba, malba 
skalpelem, „ikonografie rozervaneho 
masa"... Profesor i jeho zena obraz od- 
mitli, Loos si ho musel odvezt. „Forel pro- 
hläsil, ze vypadä, jako by ho ranila mrt- 
vice, coz se mu o dva roky pozdeji pfi 
präci s mikroskopem take skutecne stalo. 
Loos tehdy fekl, ze vidim rentgenovyma 
ocima." 62 Do Loosovych rukou pfesla vet- 
sina portretü klientü, ktere Kokoschkovi 
zprostf edkoval, 63 nikoli vsak proto, ze 
by byl Kokoschkovym sberatelem, nybrz 
proto, ze byl jeho patronem a mecenäsem: 
„Obstaral jsem mu prvni zakäzky, vzdy se 
zärukou, ze je säm pfevezmu, bude-li ob- 
jednavatel jineho näzoru. Tak jsem tehdy 
ziskal mnoho obrazü, ktere dnes prodä- 
väm galeriim... Tyto tfi skutecne cenne 
muze (Altenberg, Kokoschka, Schönberg) 
jsem uchränil pfed vyhladovenim..." 64 
Kokoschka se pfi maloväni portretü mohl 
citit zcela svobodne. Lide, ktefi mu se- 
deli, nebyli jejich objednavateli - tim byl 
Loos, ktery obetave podporoval umelce, 
o jejichz kvalitäch byl pf esvedcen a je- 
jichz dilo pro neho pfedstavovalo prak- 
tickou realizaci jeho nekonvencnich kul- 
turnich a morälnich näzorü. Pecoval o to, 
aby tito umelci tvofili: „Adolf Loos mel 
cas na to, aby pomähal i mne. ,Musis ma- 
lovat.' Byl obklopen velkym okruhem pfi- 
vrzencü a znämych a dokäzal tyto pfätele 
zainteresovat i pro mou präci", 65 vzpo- 
minal Kokoschka. Vytvarny kritik, publi- 
cista a bohem Emil Szittya, ktery nikomu 
nelichotil, dosvedcil: „Byl tim, ktery jako 
prvni ve Vidni häjil Kokoschku. Rikä se, 
ze pfisel na Kokoschkovu vystavu a vo- 
lal: .Kupuji ten a ten obraz!' a kazdeho zä- 
mozneho cloveka nutil, aby si koupili ob- 
razy." 66 Loos byl v te dobe skutecne ini- 
ciätor Kokoschkovych portretnich del. 
Neomezoval se na podnet, zajist'oval pro- 
ste jejich vznik; Kokoschka vzpominä, jak 
v kavärne - jinde to nebylo mozne - por- 
tretoval jejich spolecneho pfitele, bäs- 
nika a bohema Petra Altenberga: „Loos 
bral me malovaci näcini k vecernimu stolu 
do kavärny, kde se dal bäsnik zachytit nej- 
snäz (...). Müj pfitel Adolf Loos zvlädl 
vsechno, dokonce i pfimet Altenberga, 
aby mi sedel. Ani okoli jej vübec nerusilo; 



at'jsem namital cokoli, musel jsem ma- 
lovat Petra Altenberga." 67 Altenberg pa- 
tfil mezi avantgardni osobnosti sou- 
stfedene kolem Karla Krause, kam Loos 
Kokoschku pfivedl. Uvedl jej rovnez 
do okruhu Akademickeho sdruzeni pro li- 
teraturu a hudbu ve Vidni (Akademischer 
Verband für Literatur und Musik in Wien) 
a do krouzku kolem Hermanna a Eugenie 
Schwarzwaldovych, kam patfil i Arnold 
Schönberg. Loos ve Vidni organizoval 
Schönbergovy koncerty, Kokoschka, ktery 
byl jejich posluchacem, ho pozdeji, v roce 
1924, portretoval. 

Portretovane lze rozdelit do dvou 
skupin. Jedna zahrnovala progresivni 
umelecke a intelektuälni osobnosti 
z techto kruhü, druhä klienty, ktefi vsak 
mnohdy byli - a to je pravdepodobne 
i pfipad Willyho a Marthy Hirschovych - 
s prvni skupinou v nejakem kontaktu. 68 Ze 
skupiny klientü pouze Lotte Franzosovä, 
byt' nikoli bez pocätecnich rozpakü (viz 
Kokoschküv dopis nize) obraz pfijala, 
vsechny ostatni pfevzal Loos. Loosüv 
vztah k umeleckemu düu je dobfe znäm. 
Byl dalek toho, vylucovat je z moderniho 
interieru, jak se nekdy uvazovalo ve funk- 
cionalistickych kruzich, ktere pfedpoklä- 
daly novy, racionalisticky redukovany so- 
ciälni a osobni zivot lidske bytosti. 69 Loos 
hygienicky chlad funkcionalistickych inte- 
rierü rezolutne odmital a jeho näzor na vy- 
tvarne formy uvnitf pfibytku byl zcela od- 
lisny, stfizlivy a empaticky: architekt vy- 
tväfi zäzemi a rämec lidske existence, 
umelec ji vyjadfuje. Komplementärne 
k objektivni funkci architektury formulo- 
val Loos subjektivni funkci umeleckeho 
dila: „Düm se mä vsem libit. Na rozdil 
od umeleckeho dila, ktere se nemä libit ni- 
komu. Umelecke dilo je soukromou zälezi- 
tosti umelce. Düm nikoli. Umelecke dilo se 
vklädä do sveta, aniz by proto byla existo- 
vala potfeba. Düm se shoduje s potfebou. 
Umelecke dilo se nezodpovidä nikomu, 
düm vsem. Umelecke dilo chce vyburco- 
vat lidi z jejich pohodlnosti. Düm musi po- 
skytovat pohodli. Umelecke dilo je revo- 
lucni, düm konzervativni. Umelecke dilo 
ukazuje lidstvu nove cesty a mysli na bu- 
doucnost. Düm mysli na pfitomnost." 70 



Architektura a umelecke dilo jsou posta- 
veny do ostfe kontrastniho vztahu. Düm 
nemä nie spolecneho s umenim a architek- 
turu, s vyjimkou nährobku a pomniku, ne- 
lze fadit mezi umeni. 71 Tento postoj osvet- 
luje na prvni pohled paradoxni Loosüv zä- 
jem o expresivni estetiku a introspektivni 
analyzu, kterä je pfimym protipolem este- 
tickych zäsad, jez uplatfioval na architek- 
turu. Svüj otevf eny vztah k umeleckemu 
düu, v nemz dokäzal jasnozfive rozeznat 
pravdivy a novätorsky tvürci vyraz, at' to 
byla Schönbergova revolucni atonälni hu- 
debni struktura nebo Kokoschkovy fasci- 
nujici ,vnitfni portrety', mnohokrät dosta- 
tecne osvetlil slovem i ciny: „Dospel jsem 
säm po trapnem boji, jä architekt, k teto 
pravde. Pfestal jsem zäpasit a jsem st'ast- 
nym clovekem. Vim, zejsem femeslrak, ktery 
mä slouzit cloveku a pntomne dobe (zdü- 
razneno Loosem) . Avsak präve proto vim 
jeste lepe, ze umeni existuje. Jsem dobfe 
zpraven o umeni. Vim, ze se netvofi na ob- 
jednävku, nybrz ze existuje samo o sobe. 
Dovedu sledovat rozlet umelce mizieiho 
jako kondor v neznämych koncinäch - 
a dovedu se k umeleckemu düu modlit." 72 
Intelektuälni postoj üsti v hluboke citove 
vyznäni. 

Kokoschkovy pozdejsi üvahy nad 
funkci umeleckeho dila jsou retorikou 
Loosova textu Architektura zfetelne ovliv- 
neny: „Tak jako müze prudky zäsah 
do tkäne zpüsobit trauma, vyvolä ume- 
lecke dilo - musi to byt ovsem skutecne 
umelecke dilo - ve vedomi vnimaveho di- 
väka urcity zäzitek." 73 Prohläsil-li Loos zä- 
zitek z umeleckeho dila za zneklidnujici 
v protikladu k pocitu klidu a pohodli, jez 
mä poskytovat obydli, vyjädfil Kokoschka 
totez obrazem fyzickeho zäsahu do tkäne; 
üvaha se expresivizuje tim, jak se „inkar- 
nuje", zkusenost se stävä fyzicky bolest- 
nou. Metafora „zäsahu do tkäne" sou- 
casne pfinäsi ikonologicky zajimavy as- 
pekt, nebot' evokuje obnazujici fakturu 
Kokoschkovych tväfi, jeho „malbu skalpe- 
lem", zmihovanou „ikonografii rozerva- 
neho masa". 

Portretni Strategie, jiz Otto Wagner 
navrhl Egonu Schielemu, ziskala u Adolfa 
Loose naprosto jiny Charakter. Loos nebyl 



manazersky typ a jednal svym individua- 
listickym zpüsobem. Uväzime-li jeho cha- 
rismatickou, nezävislou osobnost, inte- 
lektuälni a citove düvody, jimiz byl mo- 
tivän, a vztah k jmenovanym umelcüm, 
ke Kokoschkovi zejmena, zdä se, jako 
by chtel f adou jeho portretü vytvofit ja- 
kesi virtuälni spolecenstvi spjate pravdi- 
vym slohem a vyrazem - umeleckou prav- 
dou, spolecenstvi, podobajici se do jiste 
miry okruhu tech, pro nez vytväfel apart- 
mäny. 74 Loos sve movite a osvicene kli- 
enty aktivne ovlivhoval svymi näzory a po- 
stoji, jez se konkretne promitly i do je- 
jich intimniho zivotniho prostoru - bytü, 
ktere pro ne navrhoval. Toto spolecenstvi 
se do jiste miry pfekryvä se skupinou tech, 
ktere pfimel, aby Kokoschkovi sedeli mo- 
delem. Rada z nich byli Zide - v pfipade 
Loosovych zäkaznikü v Plzni s vyjimkou 
dr. Müllera to bylo pravidlem. Poznämka 
ve vzpominkäch Oskara Kokoschky tento 
fakt moznä osvetluje: „Vetsinou mi se- 
deli modelem Zide, protoze byli mnohem 
nejistejsi nezli ostatni Videnane, pevne 
ukotveni ve spolecenskem rämei, a proto 
i mnohem otevf enejsi vüci vsemu novemu, 
citlivejsi pro napeti a tlaky v düsledku roz- 
padu stareho f ädu v Rakousku. Diky svym 
dejinnym zkusenostem smysleli jasnozfi- 
veji o politice a take kultufe." 75 V uzsim 
kon textu plzehske, na Viden orientovane 
nemecko-zidovske klientely Adolfa Loose 
ziskävaji tato slova instruktivni vyznam. 
Willy a Martha Hirschovi, pro ktere Loos 
präve dokoncil byt v Plzni, 76 patfili k prv- 
nim z tech, ktere Loos pfesvedcil, aby se 
od Kokoschky nechali malovat, 77 byt' sve 
portrety, tak jako vetsina Kokoschkovych 
modelü v te dobe, odmitli. 

Od konce leta 1909 do zäveru roku 
1910 vytvofil Kokoschka na popud Adolfa 
Loose serii portretü, ktere zahäjily jeho 
povest a karieru a ktere pf edstavuji je- 
den z nejpozoruhodnejsich vykonü ev- 
ropskeho moderniho umeni. 78 Jednä se 
o rozhodujici obdobi Kokoschkova zi- 
vota; po vystoupeni na druhe Kunstschau 
(1. cervna) a skandälnim uvedeni hry 
Vrah, nadejezen (4. cervna) näsledo- 
valo vylouceni z Umeleckoprümyslove 
skoly a na Loosüv popud ukonceni präce 



pro Wiener Werkstätte. Kokoschka se 
stävä soucästi intelektuälniho okruhu 
kolem Loose a Karla Krause, jakkoli se 
v nem neciti rovnocenne: „Po vydäni no- 
veho cisla Die Fackel byli vsichni pfitomni 
u vecerniho stolu obou pf ätel pfisne vy- 
slychäni jako u zkousky ve skole, co si 

0 nem mysli. Jako jediny jsem se omlu- 
vil, ze jsem äslo necetl. Samozfejme, ze 
jsem je cetl, ale tajne. Karl Kraus byl neü- 
prosny. Kdybych se byval pfiznal a provi- 
nil se nepochopenim tf ebas jedine fädky 
tarn, kde beze zbytku slo o vyraz nejjem- 
nejsiho odstinu jazyka a teprve ve druhe 
fade o nejakou polemiku, byl bych se vüci 
poslednimu sträzci nemecke feci provi- 
nil nejhrubsim nevdekem. Konec koncü 
jsem byl malif, a tak jako v Oriente pova- 
zuji bläzny za svate, i ja jsem byl opräv- 
nen sedet s ostatnimi u stolu, pfestoze 
jsem byl ,nemy'." 79 Na pocätku roku 1910 
jej Loos odvezl do Svycarska, zde vznikla 
vedle podobizny Loosovy druzky Bessie 
Bruceove a profesora Forela fada portretü 
pacientü, v ünoru se Kokoschka vraci 

do Vidne, kde se setkävä s Herwarthem 
Waldenem, zakladatelem galerie a nakla- 
datelstvi Der Sturm. Waiden zde jednal 
s Krausem o vydäväni Die Fackel v Berline, 
Loos dal pfi te pfilezitosti Waldenovi 
mnozstvi Kokoschkovych kreseb z obdobi 
Kunstschau a zejmena ilustrace ke hf e 
Vrah, nadeje zen. Kokoschka v bf eznu 
odjizdi na vlastni pest za Waldenem 
do Berlina a intenzivne s nim spolupra- 
cuje pro umeleckou expresionistickou re- 
vui Der Sturm. Cesta do centra nemeckeho 
expresionismu byla jeho symbolickym 

1 skutecnym dozränim po iniciacni fäzi 
ve Vidni a Svycarsku; ve spolecne präci 

s Herwarthem Waldenem se emancipoval 
od sveho mentora a dokonal pfesun z in- 
tuitivniho umeleckeho usiloväni k osobi- 
temu, programovemu expresionismu. 80 
Po nävratu do Vidne vznikä behem dubna 
a kvetna dalsi fada portretü, v cervnu 
Kokoschka odjizdi zpet do Berlina pfipra- 
vit s Waldenem svoji vystavu, uspofäda- 
nou (spolu s pracemi Hanse Hofmanna) 
v Salonu Paula Cassirera (21. cervna 
1910). Jeji jädro tvofilo pfes dvacet por- 
tretü vytvof enych behem jednoho roku. 



Portety z let 1909-1910 pfinesly ovoce 
spojujici vsechny podstatne pozadavky zi- 
vota mladeho umelce: pf edstavovaly ur- 
city zdroj prakticke obzivy a po pferuseni 
kontaktü s prostfedim Wiener Werkstätte 
a Gustava Klimta mu pomohly integrovat 
se do prostfedi novych umeleckych a inte- 
lektuälnich kruhü ve Vidni a Berline, spja- 
tych s expresionismem, uvedly jej do spo- 
lecnosti bohatych klientü, byt' ti jejich 
hodnotu zpravidla nerozpoznali, a sou- 
casne se staly mediem jeho umeleckeho 
a lidskeho dozräni, horecnatym iniciac- 
nim prozitkem, ktery ucinil ze „sniciho 
chlapce" hotoveho umelce. Existencni jis- 
totu mu vsak hned nepfinesly. Na konci 
roku uz toho bylo pfilis. Kokoschka pise 
pfed Vänoci: „Mily Loosi, nemohu, bohu- 
zel, z Berlina pryc. Schlieper stacil na nä- 
jem a 1 tyden, druhy portret nebyl zapla- 
cen, protoze se nelibil. Behem poslednich 
dnü jsem udelal 4 obrazy a ted'mne uz te- 
mef pronäsleduji sklebici se lidske hlavy, 
takze mäm celeho portretoväni az po krk. 
Me nejsrdecnejsi a nejpfätelstejsi po- 
zdravy Väm a K. K. Väs O Kokoschka" 81 
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PORTRAITS 
Loos' Intervention 



The given expose may, in relation to the 
topic this treatise is particularly con- 
cemed with, seem too peripheral. In fact, 
it is a conditio sine qua non not only for 
the understanding of Loos' agile initia- 
tive when mediating portrait jobs of his 
friends and clients for Oskar Kokoschka 
but also for the understanding of the 
work that is the subject of this writing. 
Kokoschka's early portrait production 
represents a new portrait type that cast 
to the world of art, as well as to the social 
world, a new type of presentation of hu- 
man individuality. Both the enthusiastic 
support of Adolf Loos, without whom this 
chapter of modern art would not have 
been written, and the reserved, uncer- 
tain or even disapproving relationship 
of the portrayed with their portraits can 
be understood from this perspective. It 
is not possible here to resume or develop 
broader propositions, analyses and in- 
terpretations that the thoroughly elabo- 
rated literature on Kokoschka's portrait 
production of the early period has already 
presented. 55 In spite of this, in connection 
with only two portraits that initiated this 
text, it is convenient to outline the signifi- 
cance and the character of Kokoschka's 
portrait activities in the key year of 1909. 
It is also necessary to mention some cir- 
cumstances relating to the above men- 
tioned set of relationships that link Adolf 
Loos, Oskar Kokoschka and Willy and 
Martha Hirsch. 

Kokoschka, operating at The School 
of Applied Arts and at Wiener Werkstätte, 
had moved in the Viennese art environ- 
ment already before Loos took care of 
him, and he had raised the interest of 
some individuals that had started to col- 
lect his works. 56 However, as he recalls, 
"it was Adolf Loos (...) who first aroused 
interest in my paintings in certain circles 
of Viennese society (...)" 57 Loos convinced 
Kokoschka that he would provide for him 
if he left Wiener Werkstätte. 58 It is pos- 
sible that it was the incentive of Berta 
Zuckerkandl, published in her review of 
Kunstschau 1909, which made him decide 
in this way: "His supporters would do well 
if they removed the confusing influence 



of the public from him, and relocated him 
to a different artistic environment, far 
from the over-exclusive style and over- 
enthusiastic friends. It would be a pity to 
let this talent stop developing by wrongly 
invested support." 59 Whether addressed by 
the opinion of the critic or independently, 
Loos accepted this role. He became the in- 
itiator and the mediator of approximately 
forty portraits of his friends and clients 
that Kokoschka created between 1909 and 
1910. As Tobias Natter has pointed out, 
he applied the strategy recommended 
by another architect, Otto Wagner, to 
another expressionist originating from 
Klimt's Secession circle, Egon Schiele. 60 
In Vienna, portraits became a flourishing 
field of painting during the fin-de-siecle 
period. Wagner gave Schiele advice on 
how to use this medium effectively in 
order to acquire a reputation of an artist, 
and clientele; he gave the painter advice 
to create at least a dozen portraits of sig- 
nificant Viennese figures - artists, musi- 
cians, writers, critics, collectors, scholars 
and perhaps politicians, and then exhibit 
these portraits. In Kokoschka's case, 
Adolf Loos employed a similar procedure; 
however, his role was different - he oper- 
ated as the spiritus agens of this artistic 
engagement, and a fatherly benefactor. 
He himself was Kokoschka's model and he 
provided models from among his friends 
and customers, as well as people he had 
not known, as demonstrated by the ex- 
ample of Auguste Forel. The significant 
Swiss biologist lived near a Sanatorium in 
Leysin by Lake Geneva, where Loos took 
Kokoschka to make a portrait of his part- 
ner Bessie, who was treated for tuberculo- 
sis there: "One day Loos arrived and took 
me to Yvorne, to meet the famous scientist 
Auguste Forel: I must paint his portrait, as 
Loos put it, for all eternity. Loos, though 
then quite unknown in Switzerland, had 
written to him in advance, and introduced 
me with the words: 'I have a young genius 
here; you must be painted by Kokoschka.' 
Forel said, that he didn't want to be 
painted; he had no time, and in any event 
painting didn't interest him at least. 
But Loos with his compelling eloquence 



succeeded in persuading, I almost said 
forcing, the old savant to give in." 61 Forel's 
portrait has become an emblematic work 
of Kokoschka's early portrait produc- 
tion and it can aptly demonstrate all the 
discussed Symptoms of Kokoschka's ap- 
proach that actually overlap: the V ecorche 
principle with preserved veins and nerves, 
X-ray painting, lancet painting, 'torn meat 
iconography'(...) Both professor and his 
wife refused his portrait; Loos had to take 
it away with him. "Forel thought it looked 
as if he had had a stroke. And while bend- 
ing over a microscope two years later, he 
did have one. Loos was convinced I had 
X-ray eyes." 62 Loos acquired most of the 
clients' portraits that he had arranged 
for Kokoschka, 63 although never because 
he would be Kokoschka's collector but 
because he was his benefactor and Spon- 
sor: "I arranged the first jobs for him 
always with the guarantee that I would 
take them myself, should the client be of 
a different opinion. That is how I acquired 
many paintings that I am now selling to 
galleries (...) I saved these three really 
valuable men (Altenberg, Kokoschka and 
Schönberg) from starvation (...)" 64 When 
painting portraits, Kokoschka could feel 
entirely free. The people that sat for him 
were not the ones ordering the paint- 
ings - that was Loos, who selflessly sup- 
ported artists of whose qualities he was 
convinced and whose work represented 
for him the practical realisation of his 
non-conventional cultural and moral 
opinions. He took good care of making 
these artists create: "So Adolf Loos had 
time to help me. 'You must paint!' He had 
a wide circle of supporters and acquaint- 
ances, whom he was able to interest in 
my work", 65 Kokoschka remembered. The 
art critic, publicist and bohemian Emil 
Szittya, who flattered nobody, attested: 
"He was the first to defend Kokoschka 
in Vienna. It is said that he came to 
Kokoschka's exhibition and shouted: 
'I am buying this and this painting!' and 
that he forced all the wealthy people to 
buy paintings." 66 Loos was really the 
initiator of Kokoschka's portrait works 
at that time. He was not limited to the 



initiative; he simply arranged for their 
creation; Kokoschka remembers portray- 
ing in a cafe - it was not possible else- 
where - their mutual friend, the poet and 
bohemian Peter Altenberg: "Loos brought 
my painting things to the coffee-house, 
the best place to get hold of the poet (...) 
Loos had fixed everything, even getting 
Altenberg to sit still. The surroundings 
did not disturb him at all; and in Loos' 
view, whatever my objections, I simply 
had to paint Peter Altenberg." 67 Altenberg 
was one of the avant-garde figures con- 
centrated around Karl Kraus, where 
Loos brought Kokoschka. He also intro- 
duced him to the circle of the Academic 
Group for Literature and Music in Vienna 
(Akademischer Verband für Literatur und 
Musik in Wien) and to the circle around 
Hermann and Eugenie Schwarzwald, 
where also Arnold Schönberg belonged. 
Loos organised Schönberg's concerts in 
Vienna; Kokoschka, who was in their au- 
dience portrayed him later in 1924. 

The portrayed can be divided into 
two groups. One of them included the 
progressive art and intellectual figures 
of these circles, the other one included 
the clients who, however, often were in 
some kind of contact with the first group 
- which is probably the case of Willy and 
Martha Hirsch. 68 From the group of the 
clients, only Lotte Franzos accepted the 
painting, but not without initial unease 
(see Kokoschka's letter below) ; the rest 
of them were taken over by Loos. Loos' 
attitude towards works of art is well 
known. He was far from excluding them 
from modern interiors, as was sometimes 
thought in functionalist circles that sup- 
posed a new, rationalistically reduced 
social and personal life of a human be- 
ing. 69 Loos resolutely refused the hygienic 
coldness of functionalist interiors, and 
his view of art forms inside a dwelling 
was entirely different, realistic and em- 
phatic: an architect creates a background 
and a framework for human existence, 
an artist expresses it. As a complement 
to the objective function of architecture, 
Loos formulated a subjective function 
of a work of art: "A house is supposed to 



be liked by everyone. Unlike a work of 
art, which is not supposed to be liked by 
anybody. A work of art is a private mat- 
ter for the artist. Not a house. A work of 
art is placed into the world without there 
being a need for it. A house is in compli- 
ance with a need. A work of art does not 
answer to anybody, a house to everybody. 
A work of art wants to incite people from 
their comfort. A house must provide 
comfort. A work of art is revolutionary, 
a house is conservative. A work of art 
shows the mankind new ways and thinks 
about the future. A house thinks about 
the present." 70 Architecture and a work 
of art are placed in a sharply contrastive 
relation. A house has nothing in com- 
mon with art, and architecture, with the 
exception of a tombstone and a memorial, 
cannot be considered art. 71 This attitude 
sheds light on Loos' seemingly paradoxi- 
cal interest in expressive aesthetics and 
introspective analysis, which is the direct 
opposite of the aesthetic principles he ap- 
plied for architecture. His open attitude 
towards the work of art in which he could 
recognise a true and innovative creative 
expression, whether it was Schönberg's 
revolutionary atonal structure or 
Kokoschka's fascinating 'inner portraits', 
he sufficiently demonstrated by words 
and actions many times: "After an awk- 
ward fight, I, the architect, have reached 
this truth. I have stopped struggling and 
I am a happy man. I know I am a craftsman 
that is to serve man and the present time 
(emphasised by Loos). But that is exactly 
why I know better that art exists. I am well 
informed about art. I know it is not made 
upon an order, but that it exists by itself. 
I can watch the flight of an artist disap- 
pearing as a condor in unknown regions - 
and I can pray to a work of art." 72 An intel- 
lectual attitude leads to a deep emotional 
confession. 

Kokoschka's later contemplations 
over the function of a work of art are 
clearly influenced by the rhetoric of 
Loos' text Architektur. "A violent Stimu- 
lus produces a trauma in an organism. 
So too a work of art - if it really is a work 
of art - can create a genuine experience, 



a visual shock, in the consciousness of 
a receptive observer." 73 If Loos proclaimed 
an experience from a work of art to be 
disturbing, as opposed to the feeling of 
calmness and comfort, which is supposed 
to be provided by a dwelling, the same 
was expressed by Kokoschka's painting of 
a physical interference into a tissue; the 
contemplation is expressed by 'incar- 
nating' itself; the experience becomes 
physically painful. At the same time, the 
metaphor of the 'tissue Stimulus' brings 
an iconologically interesting aspect for it 
evokes the bare substance of Kokoschka's 
cheeks, his 'scalpel painting', the men- 
tioned 'torn meat iconography'. 

Adolf Loos gave the strategy of por- 
traying which had already been suggested 
to Egon Schiele by Otto Wagner, a notably 
different character. He was not a manage- 
rial type and he acted in his individualist 
ways. Considering his charismatic, inde- 
pendent personality, his intellectual and 
emotional reasons that motivated him as 
well as his relationship to the aforemen- 
tioned artists, especially Kokoschka, it 
seems as if Loos wanted to create a Vir- 
tual Community out of his portrait series 
which would be made kindred by true 
style and expression (in other words, by 
artistic truth); a Community to a certain 
extent similar to the one for which he 
created the apartments. 74 Loos actively 
influenced his rieh and enlightened cli- 
ents by his views and stances which were 
also projected onto their intimate living 
space - the flats that he designed for 
them. To a certain extent this Community 
is identical with the group ofthose whom 
he talked into sitting for Kokoschka. 
A number of them were Jews - in the case 
of Loos' Pilsen customers, it was a rule - 
with the exception of Dr. Müller. There 
is a remark in Kokoschka's memoirs that 
might explain this fact: "Most of my sit- 
ters were Jews. They feit less secure than 
the rest of the Viennese Establishment, 
and were consequently more open to the 
new and more sensitive to the tensions 
and pressures that aecompanied the decay 
of the old order in Austria. Their own 
historical experience had taught them 



to be more perceptive in their political 
and historical judgments." 75 In the nar- 
rower context of Loos' German- Jewish 
clientele in Pilsen that oriented towards 
Vienna, these words take on an instruc- 
tive meaning. Willy and Marta Hirsch, 76 
whose Pilsen flat had just been finished 
by Loos, were one of the first whom he 
persuaded to have their portraits painted 
by Kokoschka 77 - although they, as well as 
most of Kokoschka's models at that time, 
rejected their portraits. 

From the end of the summer of 1909 
tili the end of 1910 Kokoschka created 
a series of portraits which gave rise to his 
reputation and career, and which belong 
to the most impressive achievements 
of European modern art. 78 It is a defin- 
ing period in Kokoschka's life; after his 
Performance at the second Kunstschau 
(l st June) and the scandalous Staging of 
the Murderer, the Hope ofWomen (4* June) 
followed his expulsion from the Arts and 
Crafts School and - upon Loos' impulse 
- the termination of his work for Wiener 
Werkstätte. Kokoschka became a member 
of the intellectual circle around Loos and 
Karl Kraus, although he did not feel their 
peer: "After the publication of each new 
issue of Die Fackel, everyone at the two 
friends' coffee-house table was subjected 
to a stern viva voce examination on its 
Contents. I used to plead that I had not 
yet read the issue in question. I had, of 
course, but surreptitiously. Kraus was 
merciless. If I admitted to having read 
it, and then misinterpreted some line, 
devoted primarily to the definitive ex- 
pression of some fine shade of meaning, 
and only secondarily to some polemic, 
I would have convicted myself of the 
grossest ingratitude to the last custodian 
of the German language. But I was only 
a painter; and, just as in the East they re- 
gard halfwits as sacrosanct, I was granted 
the privilege of sharing a table with the 
others, as a mute." 79 At the beginning 
of 1910 Loos drove him to Switzerland 
where, apart from the portraits of Loos' 
partner Bessie Bruce and professor Forel, 
he painted a number of portraits of local 
patients; in February Kokoschka returned 



to Vienna where he met with Herwarth 
Waiden, the founder of Der Sturm gal- 
lery and Publishing house. Here Waiden 
discussed with Karl Kraus the Publishing 
of Die Fackel in Berlin, at which opportu- 
nity Loos gave Waiden a large number of 
Kokoschka's drawings from the period 
of the Kunstschau, namely the illustra- 
tions for the Murderer, the Hope ofWomen 
play. In March Kokoschka went to Berlin 
to see Waiden on his own initiative, and 
he cooperated with him intensely on Der 
Sturm Expressionist art revue. The journey 
to the centre of German Expressionism 
was his symbolic as well as personal 
Coming to manhood after the initiation 
phase in Vienna and Switzerland; during 
his Cooperation with Herwarth Waiden 
he emancipated from his mentor and he 
completed the transition from intuitive 
artistic attempts towards individual, con- 
scious Expressionism. 80 After his return 
to Vienna, another series of portraits 
originated during April and May; in June 
Kokoschka went back to Berlin so that he 
and Waiden could prepare his exhibition, 
organised (together with Hans Hofmann's 
works) in Paul Cassier's Salon on 21 June, 
1910. Its core consisted of over twenty por- 
traits created during one year. 

Portraits from between the years 
1909 and 1910 bore fruit which com- 
prised all substantial requirements of 
a young artist's life: they were a certain 
source of practical livelihood, and after 
he had interrupted his contacts with the 
Wiener Werkstätte and Gustav Klimt, they 
helped him to integrate in the environ- 
ment of new artistic and intellectual 
circles in Vienna and Berlin, connected 
with Expressionism, they introduced him 
to the Company of affluent clients - al- 
though they usually did not recognise 
their artistic value - and at the same time 
they became the medium of his artistic 
and personal maturation, a frenzy initia- 
tion experience which made the 'dream- 
ing boy' a real artist. They did not secure 
him existentially at once though. At the 
end of the year he'd had his fair share. 
Kokoschka wrote before Christmas: "Dear 
Loos, unfortunately I cannot leave Berlin. 



The Schlieper was enough for a week's 
rent; the second portrait was not paid be- 
cause they did not like it. During the last 
days I have made four pictures and by now 
the grinning human heads have almost 
been haunting me, so I am really fed up 
with the whole portraying thing. With my 
most cordial and friendly regards to you 
and K. K. Yours, O Kokoschka." 81 



„Nemaluji anatomicke preparäty 



„Moje pozornost se nikdy nesoustf edb- 
vala na to, abych se o svych 'obetech', jak 
je s oblibou nazyväm, dozvidal osobni, 
soukrome, intimni veci, ale abych do sebe 
vtiskl dojem, ktery näm z nejakeho clo- 
veka züstane v pameti jako vzpominka, 
kterou s sebou jeste po letech nosime 
zive, jako bezprostfedni zäzitek, nebo 
sen. Neco takoveho by pro mne bylo ne- 
mozne, kdyby müj model musel nehybne 
sedet jako u fotografa nebo stät v ur- 
cite pozici tak dlouho, dokud by to ne- 
znechutilo jak jej, tak i mne. Pouhe za- 
chyceni skutecnosti nevede k nicemu zi- 
vemu; stejne jako zimni slunce nezahfeje 
srdce." 82 

Kokoschka k portretoväni pfistupo- 
val se senzitivni vnimavosti, kterä pfisou- 
dila jednotlivym osobäm i jedinecny Cha- 
rakter malby. Tento rys sice obecne umoz- 
huje vyrazovä rozmanitost expresivniho 
stylu, v pfipade Kokoschkovych portretü 
se vsak jednä o ikonologicky Symptom: 
portrety svym odlisnym malif skym jazy- 
kem reprezentuji typy portretovanych 
osob, malbaje podminena jejich lidskym 
obsahem a vyrazem, pfipodobhuje se mu 
a v tomto splyväni, ktere ji dävä i onen 
rentgenovy Charakter, se rozpousti tra- 
dicni koncept portretü jako reprezenta- 
tivniho objektu 0enz vyjadfuje ideu) i ob- 
jektu imitacniho (jenz napodobuje mo- 
del), ktery se opiral o füosoficky princip 
substance, jsoucna. Na jeho misto nastu- 
puje procesuälni, dynamicke pojeti, for- 
mulovane dobove vlivnymi näzory füosofa 
Henriho Bergsona, jehoz vyznamne dilo 
Vyvoj tvofivy (Evolution creatice) vyslo roku 
1907. Kokoschkovy rane portrety pozoru- 
hodne koresponduji s Bergsonovym po- 
jetim intuitivniho poznäni, jez nezajimä 
objektivovanä idea, podoba, ci stav, ny- 
brz vitälni proud, projevujici se ve vnitf- 
nim zäzitku: „Nebot' zachycujeme z ni- 
tra, zijeme pfimo kazdym okamzikem ne- 
jake tvofeni formy...", pise Bergson. 83 
A Kokoschka fikä: „videni je zäzitek, je- 
hoz se cloveku dostävä zäroven s ume- 
leckym vedomim, pokud se je okamzite 
snazi zachytit jako udälost." 84 Intuitivni 
zkusenost vteloval pfimo do procesu 
malby. Intuice, na rozdil od abstraktne 



a objektivne zamef eneho intelektu, pfibli- 
zuje svym procesuälnim naziränim lidske 
vedomi k vlastnimu principu. 85 Stylovä 
variabilita Kokoschkovych portretü, vy- 
stihujici promenlivy vnem portretovane 
osoby, tento intuitivni zpüsob pfimo re- 
alizuje. Portretoväni, ocekävajici stabilni 
rekonstituci sve podoby, byli vysledkem 
zaskoceni. 86 Smysl jejich vytek lze vytu- 
sit z Kokoschkova casto citovaneho do- 
pisu Lotte Franzosove: 87 „Mnohokrät de- 
kuji za Väs mily dopis a kräsnou foto- 
grafii, kterä me velmi potesila, mene pak 
Vase pochybnost, zda beru dostatecne 
väzne pfirodni skutecnost. Malifi anato- 
mickych zätisi a kosmopolitni styliste ji, 
domniväm se, berou az pfilis väzne. (...) 
nenechte si vnutit bludne uceni üzkopr- 
sych a bezohlednych, ktefi nikdy neu- 
zasnou pfed cizim oblicejem, protoze ti 
v sobe nikdy nepestovali pudovost. Väs 
portret Väs vylekal, to jsem videl. Vefite, 
ze clovek, tak jak me ovlivnuje, konci kr- 
kem? Vlasy, ruce, obleceni, pohybyjsou 
pro me minimälne tak dülezite. Prosim, 
ctenä pani, berte to opravdu väzne (...), ji- 
nak mä ten obraz skvrny, ktere ho roze- 
zerou. Nemaluji anatomicke preparäty, ji- 
nak ho vezmu zpet a spälim. (...) Nevefte 
vskutku, ze si jiny pes uvedomuje lepe, 
jakä jste. 88 Jsem velmi rozhnevän." 89 

Hnev vyvolal pozadavek podfidit 
malbu objektivovane podobe reprezento- 
vane fotografii, jiz portretovanä v reakci 
na svüj obraz zaslala. Kokoschka vyjäd- 
f il svüj odpor vüci znehybnujici objekti- 
vaci portretü slovy „nemaluji anatomicke 
preparäty". Odmital malovat portreto- 
vane v nehybne poze, nybrz nechal je po- 
hybovat se volne pfi bezne cinnosti - sve 
„obeti", jak se vyjädfil, nevnimal jako mo- 
dely, nybrz jako zive lidske bytosti; jejich 
portret zachycuje intuitivne vstfebävany 
vitälni proud, ktery z nich vyverä. V roce 
1912 byl Bergsonüv Evolution creatice 
k dispozici v nemeckem pfekladu. Tehoz 
roku, 26. ledna 1912, pronesl Kokoschka 
na püde Akademickeho svazu pro litera- 
turu a hudbu pfednäsku O vedomi videni 
(Von Bewußtsein der Gesichte), 90 v niz pfed- 
lozil vnitfne obdobnä hlediska. K pfed- 
näsce vytvofil plakät, na nemz pouzil 



starsi kresbu vlastni polopostavy pro 
Der Sturm z roku 1910. Zde se „s oho- 
lenou hlavou jako trestanec" prezen- 
tuje na krvave rudern pozadi typolo- 
gii bolestneho Krista s prstem ukazuji- 
cim na ränu v prsou v duchu ostentatio 
vülneri. Tväf zjizvenou vnitfnimi carami 
charakterizuje „ikonografie rozervaneho 
masa". Üvodni slova pfednäsky, pozdeji 
znovu a znovu pfipominanä, se stala kre- 
dem umelce: „Vedomi videni nepfedsta- 
vuje situaci, v niz veci poznäväme ci na- 
hlizime, nybrz stav, ktery (v tomto vi- 
deni) zaziväme." 91 To je zcela bergsonov- 
ske. Pro Kokoschku byl expresionismus 
vyrazem noveho paradigmatu: „Na roz- 
dil od secese, jez chtela pouze zkräslo- 
vat povrch zivota a neobracela se k lid- 
skemu nitru (...), mel konkurovat objevu 
Freudovy psychoanalyzy a kvantove teorii 
Maxe Plancka". 92 Zakouseni vize jakozto 
stav „bdelosti duse ci mysli" mä hlubinny 
receptivni Charakter. Kokoschka zde pfi- 
stoupil k velmi subtilnimu, obtizne sro- 
zumitelnemu pfimeru: visio (Gesichte) 
- v pfipade, ktery mäme na mysli, tväf 
osoby - se do vedomi malif e otiskuje 93 
podobne, jako se pocitek matky vste- 
puje do prozitku nenarozeneho ditete. 94 
Recepci charakterizuje intimita uzavfe- 
neho organismu, vylucujici veskery ex- 
terni materiäl, veskerou objektivaci; je to 
z hlediska ratia takfka nevedomy chvejivy 
vnem, spojujici bezhranicne vedomi s by- 
tim samym. Bergson formuloval vztah jä 
a vnejsiho sveta jako intelektuälni sympa- 
tii zalozenou na intuici, jez umozhuje ve- 
domi ponofenemu do deni sveta pfenest 
se do nitrajmeTio, napf. pfedmetu, a zto- 
toznit se s nim v tom, co je vjeho byti je- 
dinecne. Tento vhled je intuitivni a mimo 
hranice rozumoveho poznäni. Poznävajici 
säm jako by zde zanikal ve vztahu, ktery 
mu umoznil intuitivnim vnimänim pro- 
niknout do byti druheho. Kokoschkovu 
üvahu nepochybne inspirovala intenzivni 
zkusenost s portretni tvorbou kolem roku 
1910, pro niz nemel pf edem vypracova- 
nou pevnou metodu ani teoreticky model. 
Ten se pokusil z vlastni zkusenosti formu- 
lovat a posteriori; 95 s Bergsonovymi nä- 
zory velice koresponduje: visio je vedomim 



videni (Bewußtsein der Gesichte), prozit- 
kem, jehoz explikaci neumoznuji pojmy, 
nybrz samotnä malba. 96 

Z tohoto hlediska je snaha chä- 
pat Kokoschkovy portrety jako psycholo- 
gicke analyzy portretovanych, zdüraznu- 
jici charakteristicke drasticke vyrazove 
znaky malby, v jistem smyslu zavädejici. 97 
Henry Schvey mluvil o „malbe skalpe- 
lem", „ve snaze zbavit vnitfni ja pfekäzky 
telesneho obalu, (...) strhnout povrch in- 
dividuality, aby se odhalila syrovä psy- 
cha ukrytä pod nim". 98 Stojime tedy sku- 
tecne pfed vypreparovanou psychickou 
tkäni portretovaneho, ci pfed rentgeno- 
vym snimkem nitra?"Proti tezi o malif- 
ske expozici psychy portretovaneho pädia 
nämitka, ze portretüm chybi vnejsi po- 
dobnost i schopnost odkryt psychologic- 
kou pravdu tväfe; jejich jedinecnou kva- 
litou je „halucinacni süa", kterä umoz- 
iiuje umelci, jenz se divä, objektivovat v ji- 
nych tväfich sveho ducha a svüj stav. 100 
Wingler oba näzory smifuje: „Kokoschka 
do tväfi portretovanych bezpochyby pro- 
mital vlastni ja, je vsak zrovna tak mimo 
pochyby, ze tim neposkodil jejich auru, 
ze vystihl jejich fluidum a ucinil je hodno- 
verne srozumitelnym. 101 

Po mem soudu je k tomu tf eba dodat, 
ze Kokoschka chäpal lidskou bytost uni- 
verzälneji, neusiloval ani o mystiku vnitf- 
niho ja, ani o psychoanalyzu, nezajimala 
jej patologie jedince. Jeho vzpominky pfi- 
näseji zajimavou souvislost mezi ikono- 
grafii V ecorche a humanismem cerpanym 
z Komenskeho, o nemz rozprävel s prezi- 
dentem Masarykem, kdyz jej v roce 1936 
portretoval v Praze. Slo o kritiku odosob- 
nene stätni vychovy, kterä „nedelä z mlä- 
deze lidi, ale pouhy materiäl pro pra- 
covni trh a kasärna. Proto jsem vlevo 
vedle Masaryka namaloval Komenskeho, 
ktery na mape ukazuje smyslove orgäny, 
bräny vnimäni zäzitku lidstvi..." 102 Jsou 
to ikonogramy z Komenskeho Orbis pic- 
tus, knihy, kterou Kokoschka dostal v det- 
stvi od otce a cely zivot si ji velice vä- 
zil. 103 V ni se take, jak upozornil Claude 
Cernuschi, poprve setkal jako dite se sche- 
matem Y ecorche; 104 jinymi slovy, ikono- 
grafie V ecorche vyjadfuje u Kokoschky 



take obnazenou vnimavost, jejiz smyslovä 
a dusevni kvalita vytväfi jednotu huma- 
nisticke podstaty cloveka, kterou v jedinci 
primärne vnimal a siedoval. Estetika rent- 
genoveho pohledu neni v Kokoschkove 
malbe pouze prostfedkem zvnitfnujici 
psychologizace postavy, souvisejici s cit- 
livosti k vnitfnimu svetu jedince, cha- 
rakteristickou pro videnske fin de siede 
a kruhy, v nichz se pohyboval, nybrz jazy- 
kem, ktery obnazenosti lidskeho tela vy- 
jadfuje vnimavou povahu a tedy huma- 
nistickou autenticitu osoby. Tato este- 
tika je jednim z novych symptomü, ktere 
Kokoschkovo revolucni pojeti portretu do- 
proväzely a nutne se jevilyjako näpadne. 
Ostatne u jednotlivych portretü vzniklych 
kolem roku 1910 se objevuji v rüzne mife; 
zatimco portret profesora Forela je ex- 
tremne exponuje, portrety Adolfa Loose 
ci Willyho Hirsche by üvahy o metode V 
ecorche ci rentgenu sotva vübec vzbudily. 
Podstatnä je vsak skutecnost, ze jak v pfi- 
pade V ecorche, tak v pfipade rentgenu, se 
jednä o principy staticke povahy. To vsak 
zcela odporuje füosofii i praxi techto por- 
tretü, ktere zachycuji vitälni proud prys- 
tici z portretovanych, malovanych behem 
jejich pfirozene aktivity. Rentgenovy Cha- 
rakter portretu nesmefuje intencne k od- 
haleni vnitfniho ja modelu, nybrz je spise 
symptomem intuitivni metody, v niz se 
uskutecnuje „vedomi videni". 

Transparence jako metafora zviditel- 
neni / prostupnosti vnejsi a vnitfni psy- 
chofyzicke reality individua byla dobove 
silnym tematem. Souvisi s tim i expono- 
vane postaveni noveho lekafskeho pfi- 
stroje - rentgenu - v dobovych intelektu- 
älnich diskusich; rentgenovy snimek zvi- 
ditelhuje obrazy vnitfku, dotud skryte 
pod povrchem tela, ktere cini prostup- 
nym. 105 Marcel Proust nejednou uzil me- 
taforu transparence v reflexivnim toku 
Hledäni ztraceneho casu; vnitfni situace 
je zde vysledkem interakce s vnejsim sve- 
tem: „Slunce dosahovalo az ke mne a pro- 
chäzelo prüsvitnou pfepäzkou meho zten- 
ceneho tela, zahfivalo me, rozzhavo- 
valo me jako kfist'älove sklo." 106 Faktum 
Kokoschkovych praci z teto doby aso- 
ciuje lyricky text Hanse Arpa O kresbäch 



z Kokoschkovy raavy z roku 1913: „Prüsvitnä 
lidskä küze se syym hodinovym strojem 
se svymi lesenimi a kanäly. Cervene, zlute 
a modre shüry okolo. Anatomie z kompli- 
kovanosti primitivni jako zähyby rouch 
u starych svetcü." 107 V plynulem prostupo- 
väni vnejsiho s vnitfnim se rozpousti tra- 
dicni koncept portretu jako reprezentativ- 
niho objektu (ktery vyjadfuje ideu), imi- 
tacniho objektu (ktery napodobuje mo- 
del) i psychologickeho objektu (ktery kla- 
sifikuje Subjekt). Kokoschkovy portrety 
z krätkeho, intenzivniho obdobi kolem 
roku 1910 proto nejsou ani imitaci psy- 
chologickeho profilu odliteho do urcitych 
malifskych rysü a neimituji ani emocni 
stav. Zachycuji osobnost tim, ze postihuji 
jeji vnitfni dej, jsou dramatickou prezen- 
taci jakehosi jedinecneho, setrvaleho zi- 
votniho deje, ktery se v ni projevuje; esse 
rozpousti objektivovanou esenci, na je- 
jiz misto nastupuje procesuälni, dyna- 
micke pojeti, ktere formulovala filosofie 
Henriho Bergsona, pozdeji pak Martina 
Heideggera, jenz vycetl evropske meta- 
fyzice mylnou preferenci jsoucna (essen- 
tia) nad bytim (esse). Kokoschkovy vize 
a tväfe jsou epifanii hybneho, proudi- 
ciho zivota; portret osobnost nereprezen- 
tuje ani necharakterizuje, nybrz zpfitom- 
huje vnitfni seismografii jejiho ziveho 
vyrazu. Srovnejme s timto pojetim po- 
pis Klimtova reprezentativniho portretu 
Fritzy Riedlerove z roku 1906: „Postava 
je jaksi vzdälenä, jako ikona. (...) Oblasti 
skutecnosti se zdaji byt zamenitelne, vzne- 
senä däma se neurcite vznäsi mezi druhym 
a tfetim rozmerem. Je zasazena do plosne 
dekorace a pfesto z ni vystupuje, se svou 
ornamentälni aurou se näm nabizi jako 
drahocenne umelecke dilo a vzdaluje se 
näm jako clovek. Klimt maluje cloveka, 
ktery se chovä konformne k jeho dekoraci 
a tim se säm stävä umeleckym dilem." 108 
Protiklad nemüze byt ostfejsi. Thomas 
Trümmer poznamenal: „Kokoschkova ra- 
dikälni inovace spocivala v tom, ze osvo- 
bodil vzezfeni sveho modelu ze skofäpky 
dekadentniho narcisismu." 109 

Jak bylo feceno, s umeleckym svetem 
Videnske secese se Kokoschka definitivne 
rozesel na Internationale Kunstschau 



"I do not paint anatomy 
models^ 



1909, organizovane jako mezinärodni vy- 
stava soucasneho umeni. Zastoupeni ne- 
kterych zahranicnich umelcü mu po- 
mohlo rozsifit vyrazovy rejstfik a pro- 
hloubit svüj smysl pro jemne nuance du- 
sevniho zivota. Vedle jiz zemf elych malifü 
Vincenta van Gogha a Paula Gauguina 110 
vystavovali Lovis Corinth a Max Slevogt 
z Nemecka, Edvard Münch z Norska, 
George Minne z Belgie, Rakusane Paris 
von Gütersloh, Max Oppenheimer (zü- 
castnil se jiz Kunstschau 1908) a poprve 
ve Vidni i Egon Schiele. Kunstschau 1909 
„poskytlo dobry pfehled o tehdejsim ev- 
ropskem umeni. (...) Jakkoli silne na mne 
zapüsobily obrazy van Gogha, Gauguina 
a fauvistü, celä tato pfehlidka moder- 
niho umeni, ktere jsem do te doby ne- 
znal, nejvetsi dojem na mne udelaly so- 
chy Minneho". 111 Minneho präce rezono- 
valy svou niternosti s dülezitym aspektem 
Kokoschkova pfistupu: „V portretu urcite 
osoby se snazim najit nitro, miru vsech 
veci, v zädnem pfipade nechci znehodno- 
covat lidstvi." 112 



"i try to keep my sitters moving and talk- 
ing, to make them forget they are being 
painted. This has nothing to do with ex- 
tracting intimate secrets or confessions, 
but rather with establishing, in motion, 
an essential image of the kind that re- 
mains in memory or recurs in dreams. 
I could not do this if my sitter had to keep 
still, as he might for a photographer, or 
to hold a stiff pose until we were both 
sick of it. (...) Simple records of factbear 
no fruit; like the winter sun, they do not 
warm the heart." 82 

Kokoschka approached portraying 
with a sensitive perceptivity which attrib- 
uted different people a unique character 
of painting technique. Although this trait 
is generally made possible by the vari- 
ability of expression in Expressionism, in 
case of Kokoschka's portraits it is rather 
an iconological Symptom: the portraits 
represent types of sitters by means of dif- 
ferent language of painting, the pictures 
are conditioned by their human substance 
and their expression - they are adapt- 
ing to them and in this blend, which also 
gives them the X-ray character, the tradi- 
tional concept of portrait as a representa- 
tive object (which expresses an idea) or an 
imitative object (which imitates a model), 
based on the philosophical principle of 
being, dissolves. Its place was taken by 
a processual, dynamic concept, formu- 
lated by the then influential views of phi- 
losopher Henri Bergson whose important 
work Creative Evolution (L'evolution crea- 
trice) was published in 1907. Kokoschka's 
early portraits remarkably correspond 
with Bergson's conception of intuitive 
knowledge - which has no interest in 
objectified ideas, forms or states, but in 
a vital stream, manifested in an internal 
experience: "Because we capture from the 
inside, in every Single moment we experi- 
ence creation of some form (...)", wrote 
Bergson. 83 And Kokoschka said: "(...) 
seeing in itself is a decisive human experi- 
ence, capable of being absorbed only if the 
individual is either prepared for it, thanks 
to tradition, or gifted enough to grasp it 
immediately." 84 He embodied the intui- 
tive experience directly in the process of 



painting. Intuition, unlike intellect which 
is aimed at the abstract and the objec- 
tive, brings human conscience closer to 
its own principle by means of the proces- 
sual way of perceiving. 85 The variability 
of style in Kokoschka's portraits which 
captures the changeable perception of the 
portrayed, directly realises this intuitive 
manner. The portrayed, expecting a sta- 
bile reconstruction of their appearance, 
were taken by surprise by the result. 86 
The implications of their objections can 
be sensed from Kokoschka's frequently 
quoted letter to Lotte Franzos. 87 "Thank 
you very much for your kind letter and 
the beautiful photograph which delighted 
me - less so your doubt if I took the 
natural reality seriously enough. Painters 
of anatomic still-lifes and cosmopolitan 
stylists take it, I am afraid, far too seri- 
ously. (...) do not let the narrow-minded 
and the reckless who never stand in awe 
of a human face, to impose on you their 
mislead teachings, as they had never 
cherished their inner instinctivity. Your 
Portrait scared you, I have noticed that. 
Do you really believe that people, in the 
way that they influence me, end with their 
necks? Their hair, hands, clothes and 
movements are at least as important to 
me. Dear Madame, please, take it really 
seriously (...) otherwise the picture would 
be füll of stains which would eventually 
devour it. I do not paint anatomic models. 
Otherwise I will take it and burn it (...) 
Indeed, do not believe that another dog 
can better appreciate the way you are. 88 
I am very upset." 89 

His anger was brought about by 
the request to subordinate the painting 
to the objectified image represented by 
a photograph sent by the sitter in a reac- 
tion to her portrait. Kokoschka expressed 
his Opposition against the immobilis- 
ing objectification of a portrait with his 
words: "I do not paint anatomy models." 
He refused to paint his sitters in a rigid 
pose - on the contrary - he let them move 
freely going about their usual business; 
he did not perceive his 'victims', as he 
would say, as models but as living hu- 
man beings; their portraits capture the 



intuitively absorbed vital stream rising 
from them. In 1912 Bergson's L'evolution 
creatrice became available in a German 
translation. In the same year, on 26 
January, 1912, Kokoschka held a lec- 
ture called On the Consciousness of Vision 
(Von Bewußtsein der Gesichte) 90 for the 
Literature and Music Academic Union, 
whereby he presented intemally parallel 
views. He made a poster for the lecture 
where he used an older drawing of his 
own semi-figure he had done for Der 
Sturm in 1910. On it, he represents him- 
self "with his head shaved as a convict's" 
against blood-red background applying 
the typology of Sorrowful Christ with his 
finger pointing at a wound in his ehest 
in the sense of ostentatio vulneri. The face 
scarred with lines is characterised by the 
'iconography of torn flesh'. The opening 
words of the lecture, repeatedly reminded 
later, became the artist's creed: "The 
consciousness of vision is not a Situation 
where we are getting to know or viewing 
things, but a State which we experience 
(during such viewing). 91 That is utterly 
Bergsonian. For Kokoschka, expression- 
ism was marking a new paradigm: "What 
is nowadays labelled Expressionism 
could have come into existence only in 
Germany, where there was a desire to 
carry art to the masses, to the 'new man', 
as a reaction against Jugendstil or Art 
Nouveau, which set out only to beautify 
the surface and made no appeal to the in- 
ner life. Expressionism was a contempo- 
rary and rival of Freud's development of 
psychoanalysis and Max Planck's discov- 
ery of quantum theory." 92 The experienc- 
ing of a vision as a State of 'awakened soul 
or mind' has a deep reeeptive character. 
Here Kokoschka used a very subtle, hardly 
understandable simile: Visio (Gesichte) 
- in the case we have in mind it means 
human face - imprints 93 into the painter's 
consciousness in a similar way as the Sen- 
sation of a mother impresses on the expe- 
rience of an unborn child. 94 Reception is 
characterised by the intimaey of a closed 
organism which excludes any external ma- 
terial, any objectification; from the point 
of view of ratio it is a near-unconscious 



quivery Sensation connecting the limit- 
less consciousness with the being itself. 
Bergson formulated the relationship 
between seif and the outer world as an in- 
tellectual liking based on intuition which 
enables the consciousness, immersed into 
the course of events of the world, to trans- 
fer itself into another, e.g. an object, and 
to identify with something that is unique 
for its existence. Ulis insight is intui- 
tive and beyond rational knowledge. As 
if the knower himself disappeared in the 
relationship which enabled him to enter 
the being of another by means of intuitive 
Cognition. Kokoschka's essay was surely 
inspired by the intense experience of the 
portraying work around the year 1910 for 
which he had not worked out any rigid 
method or a theoretical model - he at- 
tempted to formulate it a posteriori on the 
base of his own experience; 95 his thoughts 
correspond strongly to Bergson's 
views: Visio is the consciousness ofseeing 
(Bewußtsein der Gesichte), an experience 
which cannot be explained by words but 
by the painting itself. 96 

From this point of view, the attempts 
to understand Kokoschka's portraits 
as psychological analyses of the sitters, 
emphasising the characteristic brutal 
expressive elements of the painting, are 
misleading in a certain sense. 97 Henry 
Schvey called it "painting with a lancet", 
"in the pursuit of freeing the inner seif 
from the impeding physical body, (...) 
tearing away the surface of individuality 
to unveil the raw psyche hidden below". 98 
Are we then really looking at dissected 
psychical tissue of the sitter or at an X-ray 
of their heart? 99 It has been objected to 
the proposition of the artistic exposition 
of the sitter's psyche that the portraits 
lack the outer resemblance as well as the 
ability to reveal the psychological truth of 
the face; their unique quality is the 'power 
of hallucination' which enables the artist 
who is watching to objectify his own spirit 
and his own State in the faces of other. 100 
Wingler reconciles both views: „Without 
any doubt, Kokoschka projected his own 
seif into the faces of his sitters, but at the 
same time he undoubtedly did not harm 



their aura and he conveyed their fluid 
well - and made it understandable in an 
authentic way. 101 

In my opinion it is necessary to add 
that Kokoschka understood human being 
more universally - he did not seek the 
mystery of the inner seif, psychoanalysis 
or individual pathology. His memories 
bring an interesting link between the 
iconography of V ecorche and humanism 
drawn from Comenius whom he discussed 
with President Masaryk when portray- 
ing him in Prague in 1936. It was a criti- 
cism of depersonalised public upbringing 
which "doesn't turn young people into 
human beings but into material for the 
labour market and the barracks. (...) And 
this is why, on Masaryk's left, I painted 
Jan Arnos Comenius, pointing to a chart 
showing the organs of the five senses, the 
sources of awareness, the gates of pereep- 
tion of the human experience." 102 They are 
iconograms from Comenius' work Orbis 
Pictus, a book which Kokoschka got in his 
childhood from his father and cherished 
all his life. 103 As has been pointed out 
by Claude Cernuschi, it was in this book 
where he first encountered the scheme of 
V ecorche; 1011 in other words, the V ecorche 
iconography in Kokoschka expresses also 
barren pereeptivity, with its sensual and 
mental quality which brings about the 
unity of humanistic essence of a man, 
which he primarily sensed and sought in 
an individual. The aesthetics of the X-ray 
vision in Kokoschka's painting is not 
merely a means of internalising psychol- 
ogy of the figure interlinked with the 
sensitivity to the individual's inner life 
- characteristic for Viennese fin-de-siecle 
and the circles with which he mingled - 
but a language that by means of baring 
human body expresses pereeptive nature, 
and thus the humanistic authenticity of 
a person. This aesthetics is one of the new 
Symptoms aecompanying Kokoschka's 
revolutionary coneept of portrait which 
necessarily stood out. In fact, in indi- 
vidual portraits from around 1910 they 
appear to a differing extent; while the 
Portrait of Professor Forel exposes them 
extremely, the portraits of Adolf Loos or 



Willy Hirsch would hardly make one think 
of V ecorche or X-ray method. The substan- 
tial fact is that both the V ecorche and the 
X-ray principles are of static nature. That 
contradicts both the philosophy and the 
practice of the portraits which capture 
a vital stream rising from the sitters who 
were painted during their normal activity. 
The X-ray character of the portrait does 
not intend to reveal the sitter's inner seif 
but it is rather a Symptom of the intuitive 
method in which the 'consciousness of 
seeing' is being realised. 

Transparency as a metaphor of visu- 
alisation/permeability of individual's 
outer and inner psychophysical reality 
was a strong issue at that time. The high 
profüe of the new medical device - the 
X-ray - in the period intellectual discus- 
sions has a connection with that; the 
X-ray picture makes visible the images 
of the inside which have been hidden 
under the surface of the body - which is 
made permeable by it. 105 Marcel Proust 
used the metaphor of transparency on 
several occasions in his stream of con- 
sciousness called In Search ofLost Time; 
there, the inner Situation is the result 
of the interaction with the outer world: 
"The sun reached to me and it penetrated 
the transparent screen of my attenuate 
body, it made me warm, it melted me like 
crystal glass." 106 The style of Kokoschka's 
work from this period is associated by 
a lyrical text called On the Drawings from 
Kokoschka's Map by Hans Arp, written in 
1913: "Translucent human skin with its 
clockwork, with its scaffolding and Chan- 
nels. Red, yellow and blue cords around. 
Anatomy of complexity as primitive as 
the drapery in the robes of old saints." 107 
The fluent permeating of the outer with 
the inner dissolves the traditional con- 
eept of portrait as a representative object 
(expressing an idea), an imitative object 
(simulating a model) as well as a psycho- 
logical object (classifying a subject) . That 
is why Kokoschka's portraits from the 
short but intensive period around the year 
1910 are neither imitations of psychologi- 
cal profües cast into certain features of 
painting nor do they imitate emotional 



states. They capture a personality by ex- 
pressing its inner action, they are a dra- 
matic presentation of a sort of unique, 
continuous life action which expresses 
itself in it; esse dissolves the objectified 
essence the place of which is taken by the 
processual, dynamic coneeption formu- 
lated by the philosophy of Henri Bergson 
- and later that of Martin Heidegger who 
reproached European metaphysics for 
mistakenly preferring existence (essentia) 
to being (esse). Kokoschka's visions and 
faces are an epiphany of life in motion, 
in flow; the portraits do not represent 
or characterise Personalities but they 
visualise the inner seismography of their 
live expressions. Let's compare this con- 
eeption with the description of Klimt's 
representative portrait of Fritza Riedler 
from 1906: "The figure is somewhat dis- 
tant, as an icon (...) The realms of reality 
seem to be interchangeable, the distin- 
guished lady hovers uncertainly between 
the second and the third dimension. She 
is set in a full-size decoration but still 
she Stands out; with her ornamental aura 
she presents herseif to us as a piece of art 
while becoming distant as a person. Klimt 
paints a person who conforms to his 
decorations - and thus becoming a piece 
of art." 108 The contrast could not have been 
sharper. As Thomas Trümmer remarked: 
"Kokoschka's radical innovation consisted 
in freeing the presence of his sitters from 
the shell of decadent narcissism." 109 
As has been said before, Kokoschka was 
definitely through with the art world of 
Viennese Jugendstil at the Internationale 
Kunstschau in 1909, organised as an 
international exhibition of modern art. 
The representation of some of the foreign 
artists helped him to broaden his register 
of expressions and to deepen his sense 
of the fine nuances of mental life. Along 
with the late Vincent van Gogh and Paul 
Gauguin 110 there were also exhibitions 
of Lovis Corinth and Max Slevogt from 
Germany, Edvard Münch from Norway, 
George Minne from Belgium, Austrians 
Paris von Gütersloh, Max Oppenheimer 
(he had taken part already in Kunstschau 
1908), and also Egon Schiele - for the first 



time in Vienna. As Kokoschka mentioned, 
Kunstschau 1909 provided him with 
a good overview of European art. "I now 
encountered the paintings of Van Gogh, 
Gauguin, the Fauves: the whole world of 
modern art, of which I had been ignorant. 
But what impressed me most were the 
sculptures by Minne." 111 The inner life of 
Minne's works harmonised with an im- 
portant aspect of Kokoschka's approach: 
"It is not my trade to unmask society, but 
to seek in the portrait of an individual his 
inner life, that measure of all things, and 
never to rob humanity of its value." 112 



Portret muzea portret zeny 



Bergson zdüraznil, ze primärni pramen po- 
znänr - intuice - by byl neschopnym vyjä- 
dfenr, kdyby se znovu a znovu nevnofo- 
val do racionälniho, pojmoveho mysleni. 
V Kokoschkove portretni tvorbe takovou po- 
jmovou transformaci intuice reprezentuje 
urcitä typologie portretovanych. Zejmena 
muzsky a zensky portret odlisuji obecnejsr 
typovä pravidla. Muzskä tväf reprezentuje 
vedomi cinneho ükonu, ktery organizuje 
vnejsr svet (dejinyjsou tvof eny muzi) , zen- 
skä tväf vyjadfuje vnitfni fisi dusevna po- 
zahalenou temnym stinem pudovosti, sexu 
a nevyzpytatelne odusevnelosti, vyjadfu- 
jici sublimovanou animalitu, v niz se ucho- 
vävä a stfezi nehumanizovane pozadi lid- 
ske bytosti. Takovyto antifeministicky ob- 
raz zeny sdilel Kokoschka s muzskym in- 
telektuälnim prostfedim videnskeho/iri de 
siede, ktere, jak ukäzal Claude Cernuschi 
analyzou obrazu zeny v Kokoschkove rane 
tvorbe, silne ovlädal vliv doboyych teorii. 
Ty pfipisovaly zene desive vlastnosti chto- 
nickeho bozstva aktualizaci mytologickeho 
jazyka (Schopenhauer, Nietzsche), 113 kte- 
rou v nävaznosti na mytus zeny v patriar- 
chälni klasickem Recku (zena-Amazonka) 
vyuzil sirsi dobovy postdarwinisticky dis- 
kurz. V Loosove a Krausove krouzku byly 
ocenoväny a cteny knihy znovuobjeveneho 
Johanna Jakoba Bachofena, jehoz teorie 
matriarchätu ziskala v dekadentni Vidni 
zvlästni pfitazlivost, a Otto Weiningera, 
ktery se tesil velke proslulosti diky knize 
Sex a Charakter (Geschlecht und Charakter) 
z roku 1903, nez krätce nato spächal sebe- 
vrazdu. Dobovy diskurz ovlädaly evoluci- 
onisticke, historicisticke a psychologizu- 
jici teorie o pudove, animälni povaze zen- 
ske psychy, jiz ovlädä sexuälni pud, zabra- 
nujici rozvoji tvürcr intelektuälni ci ume- 
lecke schopnosti, jez pfislusi muzüm. 114 
Stejne pfesvedceni zachycuje Proustüvpo- 
pis Albertiny v momente, kdy se k nemu 
v automobilu milenka pfivine: „V techto 
chvilich se skoro stejne rychle jako jeji 
osobnost menival i jeji hlas, svüj normälni 
hlas zträcela a misto neho se objevoval ja- 
kysi jiny, chraptiyy, kuräzny, skoro pfi- 
hroubly." 115 Divcinu bytost ovlädne v bliz- 
kosti erotickeho pozitku animälni pudo- 
vost. Vliv techto myslenek zrcadli i odlisne 



pojeti tväfi muzü a zen v Kokoschkovych 
ranych portretech. O obdobi, kdy se jeho 
vztah k zenstvi a erotu nalehave formo- 
val, pise: „Hrozilo mi, ze ve svete, jehoz zä- 
klady se otfäsaly, znicr mou namähave zis- 
kanou rovnovähu eroticke sblizeni s zen- 
stvim. Je zvlästni, ze muzi pro mne vzdycky 
meli hotovou tväf, v niz byl vepsän Cha- 
rakter, zkusenosti i väsne, i kdyz tato tväf 
byla jen maska. Muzi mne nikdy nesvädeli 
k lusteni hädanek jako zenskä bytost. Zacal 
jsem tehdy eist Bachofena, jeho dilo o ma- 
triarchätu, se stejnym nadsenim, jako jini 
cetli Marxovy spisy. (...) Präve jemu vdeeim 
za f ecky vyklad lätky, z niz j sou utkäny sny 
a jejiz soueästr je Eros a Thanatos. (...) Cele 
dny a noci jsem hloubal o tajemstvi, skry- 
vajicim se v läsce a smrti." 116 Tehdy se zro- 
dil Kokoschka expresionista. Na Kunstschau 
1909 dal prüchod svym pocitüm ve hfe 
Vrah, nadeje zen: „Üzkost vede k necinnosti, 
a za Thanatem, stinem, ktery mne pronä- 
sledoval od detstvi, zela i dalsi svüdnä hlu- 
bina - Eros; novä existence, k niz jsem zacal 
hledat klic jako k uzameenemu zämku. To je 
take zfejme tajemstvim me prvni divadelni 
hry..." 117 Zena je vtomto expresionistickem 
dramatu smyslnou bytosti ovlädanou pudo- 
vymi silami, jeji demonicko-animälnr pod- 
stata ohrozuje a nakonec nici jednotu lidske 
bytosti, dionysky atak na apollinsky prineip 
destruuje individualitu. Claude Cernuschi 
ve hfe analyzoval pfitomnost doboveho dis- 
kurzu misogynni typologie zeny-Amazonky, 
velmi yyraznou v Kokoschkove rane expresi- 
onisticke tvorbe. 118 Postava nahe divozenky 
napinajici vklece luk, vytvofenä Maxem 
Pechsteinem, byla take üstfednim ikonogra- 
fickym motivem Nove berlinske secese zalo- 
zene vroce 1910; objevila se i na plakätu jeji 
1. yystavy, na obälee katalogu a clenskych le- 
gitimacich. 119 Expresionismus vyuzival do- 
bovou misogynni typologii zeny jako svüj 
vyraz a program. 

Zeny na Kokoschkovych portretech 
vsak soucasne charakterizuje rys melan- 
cholicke uzavfenosti, tväfe protkane kfeh- 
kymi zilkami linii abarevjsoujako „klece 
plne kviti", Hansi Arpovi tyto malifske vy- 
rony vnitfni citovosti evokuji „zämeny zeny 
za rostliny". 120 Tato biologickä metafora 
odkazuje na urcity fyziologicky Charakter 



zenskych portretu, s nimz souvisi orga- 
nickä souvislost zivota a smrti: smrt je 
vnitfni fyziologickou silou, ohrozujici in- 
dividuälni zivot jako hniloba sifici se ze- 
vnitf jeho vlastniho kvetu. Prünikem pod 
neprühlednou membränu povrchu, odde- 
lujici exoterni fenomen - zjev tväfe - a jeji 
ezoterni podobu, se utväfi komplexni in- 
frastruktura individuality, jiz je nega- 
tivni aspekt zäniku imanentni: „Ve tväfi 
muze ci zenyjsem jiz videl smrt. Vzdy vi- 
dim smrt," 121 pise Kokoschka. Silu zäniku 
vsak radeji vpisoval do podoby zen. Zena 
je spojoväna s Erotem a tedy i Thanatem, 
s plodnou sexualitou a tedy i zänikem, je- 
jim symbolem je, na rozdil od cinorode slu- 
necne energie muze, luna; Kokoschkovu so- 
lärni ikonografii muze a lunärni ikonogra- 
fii zeny doklädaji ilustrace ke hfe Vrah, na- 
deje zen publikovane v prvnim roeniku ca- 
sopisu Der Sturm v roce 1910. Lunärni zena 
je spojena s pasivitou, silenstvim a smrti. 
Jak poznamenal Cernuschi, „rozpoznäni 
,pravdy' individuality bylo pro Kokoschku 
neoddelitelne od dürazu na nevyhnu- 
telny fakt jeji smrtelnosti". 122 Tento pfi- 
stup v sobe nesl vyznamny prvek aktuäl- 
niho mysleni. „Fyziologicky" zpüsob, jimz 
Kokoschka tväfe zobrazuje, zachycuje mo- 
ment smrti jako soueäst jeji psychofyzicke 
struktury a nikoli jako neco vuei nr vnej- 
srho. 123 Spojenr aspektu zivota a smrti v psy- 
chofyzicky obnazenem portretu se rozchäzr 
s tradienrm zäpadnim modelem smrti, jejiz 
symbolickä reprezentace (lebka ci skelet) ji 
striktne oddelovala od zivota. Koresponduje 
vsak s dobovymi progresivnimi proudy v do- 
bove medicine (Zweite Wiener Medizinische 
Schule spojenä s osobnostr patologa Carla 
von Rokitanskyho), 124 v mysleni (Arthur 
Schopenhauer, ktery se po urcite dobe za- 
pomnenr stal inspirujrcrm filosofem videh- 
skych intelektuälnich a umeleckych kruhü 
na pfelomu stoletr, veetne okruhu kolem 
Krause a Loose) i umenr (zfetelne se tento 
moment objevuje i u Egona Schieleho). 
Zivot a smrt nejsou vylueujici se protivy, ny- 
brz momenty spoluzijrcr ve fyzicke a du- 
sevni existenci individuality. Kokoschka 
a Schiele pro toto pojeti nalezli odpovrdajrcr 
obrazovy modus, charakterizovany jiz zmr- 
nenou „ikonografii rozervaneho masa". 



Portraits of men, portraits of women 



Bergson emphasised that the primary 
source of knowledge - the intuition - 
would not be capable to express itself 
unless it immersed, time and again, 
into rational, conceptual thinking. In 
Kokoschka's portrait art, such conceptual 
transformation is represented by a certain 
typology of his sitters. Especially the por- 
traits of men and women are differentiated 
by more general typology rules. The male 
faces represent the consciousness of activ- 
ity which organises the outside world (his- 
tory is created by men) while the female 
faces reflect the inner realm of spirituality 
shrouded by a dark shade of instinetiv- 
ity, sex and unfathomable sophistication, 
which expresses sublimated animality in 
which the non-humanised background 
of human beings is kept and guarded. 
Kokoschka shared such anti-feminist views 
of women with the male intellectual envi- 
ronment of Viennese fin-de-siecle, which 
was, as shown by Claude Cernuschi's analy- 
sis of the image of women in Kokoschka's 
early work, strongly influenced by the 
period theories. These theories, by means 
of updating the language of mythology, 
attributed women the terrifying fea- 
tures of chthonic deities (Schopenhauer, 
Nietzsche) 113 ; this update was used by 
a wider post-Darwinist discourse of the 
time, picking up on the patriarchal clas- 
sical Greek myth of woman (woman - 
amazon). People from Loos' and Kraus' 
circle appreciated and read the books by 
the re-discovered Johann Jakob Bachofen 
whose theory of matriarchy became espe- 
cially attractive in decadent Vienna, as well 
as those by Otto Weininger who enjoyed 
great celebrity thanks to his book Sex and 
Character (Geschlecht und Charakter) from 
1903, before committing suicide shortly 
afterwards. The period discourse was 
dominated by evolutionary, historicist and 
psychologising theories of instinetive, ani- 
mal character of female psyche dominated 
by the sexual instinet which hinders the 
development of creative and artistic abili- 
ties which appertain to men. 114 The same 
conviction is captured in Proust's descrip- 
tion of Albertina in the moment when his 
lover cuddles up to him in a car: "In such 



moments her voice changed almost as 
fast as her personality, she would lose her 
normal voice and some other - raueous, 
courageous, somewhat rude - would come 
up instead." 115 In the imminence of erotic 
pleasure the young woman's being is taken 
over by animal instinetivity. The influence 
of these thoughts is also mirrored in the 
different coneeptions of the faces of men 
and women in Kokoschka's early portraits. 
He wrote the following about the period 
when his relationship to womanhood and 
Eros was forming urgently: "The erotic 
advance of the female principle almost 
at once put my hard-won equilibrium in 
jeopardy. Strangely enough, for me men 
always had only one face, which showed 
their character, experiences, passions, 
even when the face was a mask. No man 
could lead me, as a woman could, into 
a guessing-game. I had just begun to read 
Bachofen on matriarchy with the same en- 
thusiasm as others were reading Karl Marx 
(...) To him I owe my understanding of 
the Greek ideas of Eros and Thanatos (...) 
I pondered day and night on the secret that 
lies beyond love and death." 116 This is when 
Kokoschka the Expressionist was born. 
At Kunstschau 1909 he gave vent to his 
feelings in the play Murderer, the Hope of 
Women: "Fear makes for inactivity but be- 
hind that shadow of Thanatos, which had 
dogged me from my childhood onwards, 
there lurked the ever more enticing abyss 
of Eros. Here, in this new existence to 
which I began to seek the key, is perhaps 
the secret of my first stage play, Mörder, 
Hoffnung der Frauen ('Murderer, the 
Women's Hope')." 117 In this expressionistic 
drama a woman is a sensual being domi- 
nated by instinetive powers whose dae- 
monic and animal nature endangers, and 
in the result also destroys, the integrity of 
a human being - the Dionysian attack on 
the Appoline principle destroys individu- 
ality. Claude Cernuschi analysed the play 
for the presence of the period discourse 
of misogynist typology of female-amazon 
which was very strong in Kokoschka's early 
expressionistic art. 118 The figure of a kneel- 
ing naked dryad drawing her bow, created 
by Max Pechstein, became also the central 



iconographic motive of New Berlin Art 
Nouveau, established in 1910; it appeared 
also on the poster of its first exhibition, on 
the catalogue cover and member cards. 119 
Expressionism used the period misogy- 
nist typology of women as its mark and 
program. 

On the other hand, women in 
Kokoschka's portraits are also character- 
ised by the feature of melancholic introver- 
sion - their faces, interweaved with fragile 
veins and colours are like 'birdcages füll of 
flowers'; to Hans Arp, these artistic explo- 
sions of inner sensitivity evoked "replac- 
ing women with flowers". 120 This biological 
metaphor refers to a certain physiologic 
character of the portraits of women, con- 
nected with the organic interconnection of 
life and death: death being the inner physi- 
ological force that threatens individual life 
like mould spreading from the centre of its 
blossom. By penetrating under the opaque 
surface membrane which divides the exo- 
teric phenomenon - the facial expression 
- and its esoteric form, a complex infra- 
strueture of individuality is being shaped, 
in which the negative aspect of cessation is 
immanent: "In the face of a man or woman 
I saw the death already. I always see the 
death," 121 Kokoschka wrote. Anyway, he 
preferred to inscribe the force of decline 
into the images of women. Woman is 
connected with Eros and thus also with 
Thanatos, with fertile sexuality and thus 
also with decline; her symbol, unlike that 
of active solar male energy - is the moon; 
the illustrations of the play Murderer, the 
Hope of Women, published in the first vol- 
ume of the magazine Der Sturm in 1910 are 
examples of Kokoschka's solar male ico- 
nography and female lunar iconography. 
A lunar female is connected with passivity, 
madness and death. Cernuschi made the 
following Observation: "Therefore, from 
the point of view of the artist, discerning 
the 'truth' of an individual was insepara- 
ble from stressing the inevitable fact of 
their mortality to the artist." 122 Such an 
attitude bore a significant element of the 
period's thinking. Kokoschka's 'physi- 
ological' way of portraying faces captures 
the moment of death as a part of their 



Loosüv portret 
(mentor a jeho klient) 



psychophysical structure, not as an ex- 
ternal thing. 123 Merging of the aspects of 
life and death in a psychophysically bar- 
ren portrait diverges from the traditional 
Western model of death with its symbolic 
representation (a skull, a skeleton) which 
strictly separates it from life. On the other 
hand, it corresponded with the progres- 
sive currents in the medicine of the time 124 
(Zweite Wiener Medizinische Schule associ- 
ated with the personality of the pathologist 
Carl von Rokitansky) , thinking (Arthur 
Schopenhauer, who, after a certain period 
of being forgotten, became a philosopher 
inspiring Viennese intellectuals and artists 
at the turn of the Century, including the 
circle around Kraus and Loos) as well as 
art (this moment was clearly present also 
in Egon Schiele's work). Thus, life and 
death are not mutually exclusive opposites; 
they are rather moments coexisting within 
the physical and psychical existence of an 
individual. Kokoschka and Schiele found 
an appropriate visual modus, characterised 
by the aforementioned 'iconography of 
torn flesh'. 



U muzskych portretü se Kokoschka zpra- 
vidla uchyloval k jasnemu, energickemu 
van goghovskemu malifskemu duktu s pev- 
nymi konturami, jez vymezuji oblicej, ruce 
a telo, chränene na portretech Adolfa Loose 
a Willyho Hirsche pevnym brnenim ob- 
leku (viz Traklovy verse o Karlu Krausovi). 
Energicke ruce a tväfe muzü, v nichz je za- 
chyceno organizovane mysleni, cinnoro- 
dost a tlak hmoty, jiz etericke portrety zen 
unikaji, charakterizuje pastozni malba. 
Aspekt imateriälni dusevni kvality je u muz- 
skych postav vyjädfen tence natfenym, neu- 
rcitym barevnym sfumatem pozadi, na kte- 
rem vynikä plasticnost a hmotnä telesnost 
postav. Na Loosove portretü je tvofi hlu- 
bokä rozprostfenä modf, jejiz „sklon evo- 
kovat hloubku a niternost roste ümerne 
s intenzitou". 125 Sotva müze byt modf ve sve 
sametove hloubce intenzivnejsi nez ta, 
kterou Kokoschka obklopil jeho postavu. 
Odusevnely prostor modre hlubiny, z ne- 
hoz vystupuje Loosova tväf jako pevne 
zformovanä pfid" lodi, jak se vyjädfil Paul 
Westheim, 126 evokuje näzevjeho sebranych 
stati Reä do präzdna. Pevne sevf ene, hyper- 
trofovane ruce, odkazujici na Van Goghovy 
portrety, tvofi pfed telem masivni orga- 
nicky uzel, kontrastujici s unavenou tväfi. 
Kokoschka do portretü, ktery maloval 
v Loosove byte v polovine fijna 1909, vlo- 
zil mocne vnitfni napeti. 127 V zime na pfe- 
lomu let 1909-1910 vytvofil ve stejnem sif- 
kovem formätu jako pandän k tomuto por- 
tretü podobiznu tehdejsi Loosovy druzky 
Bessie Bruceove, jejiz zenskä psychologie 
je vyjädfena jinymi, lyrictejsimi prostfedky. 
Georg Trakl obema venoval po jedne bäsni 
sve sbirky Sebestiän ve snu. Tyto souvislosti 
nejsou zanedbatelne pro pochopeni inte- 
lektuälniho klimatu a vzäjemne empatie 



v okruhu Karla Krause. Kokoschkovy por- 
trety i Traklovy bäsne poskytuji perspek- 
tivu, z niz lze osoby, jejich ideje a zivoty, 
autenticky vnimat. Podobizna Willyho 
Hirsche, ktery architekta pfivedl do Plzne, 
mä s Loosovym portretem leccos spolec- 
neho, pfedevsim pastozni malifsky duktus; 
avsak zdaleka v nem necitime takovy sub- 
jektivni vztah. Portret charakterizuje s ves- 
kerou objektivitou muze velkeho sveta, 
ktery se v nem umi sebevedome pohybovat. 



Loos' portrait 

(the mentor and his dient) 
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architect Adolf Loos, 1909 
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In portraits of men, Kokoschka usually 
resorted to clear, energetic van-Gogh- 
like painterly brushstrokes with solid 
contours delimiting the face, the hands 
and the body - on the portraits of Adolf 
Loos and Willy Hirsch protected by the 
firm 'armour' of a suit (see Trakl's verses 
on Karl Kraus). The energetic hands 
and faces of men, capturing organised 
thinking, activity and pressure of mat- 
ter - from which the ethereal portraits 
of women escape - are characterised by 
impasto. The aspect of immaterial Spir- 
itual quality in male figures is expressed 
by a finely painted sfumato of indefinite 
colour on the background against which 
the plasticity and material physicality of 
the figures stand out. On the portrait of 
Loos, it is formed by the spread of a deep 
van Gogh-like blue, with its "tendency to 
evoke depth and inner life that increases 
proportionately with its intensity". 125 In 
its velvety depth, blue can hardly be more 
intense than that by which Kokoschka 
surrounded the figure on his painting. 
The soulful space of the deep blue from 
which Loos' face Stands out like a firm 
bow of a ship (Paul Westheim's formula- 
tion) 126 evokes the title of Loos' collected 
writings Ins Leere gesprochen (published 
in English as Spoken into the Void). Firmly 
clasped, hypertrophied hands that refer 
to van Gogh's portraits form a massive 
organic knot in front of the body and 
contrast with the tired expression of the 
face. Kokoschka injected into the por- 
trait, painted in Loos' flat in mid-October 
of 1909, mighty inner tension. 127 Düring 
the winter at the turn of 1909 he created 
a portrait of Loos' then partner Bessie 
Bruce as a counterpart of the same width; 
her female psychology is expressed by 
different, more lyrical means. Georg Trakl 
dedicated to each of them a poem from 
his collection Sebastian in the Dream. 



Such connections are relevant for the 
understanding of the intellectual climate 
and mutual empathy within Karl Kraus' 
circle. Both Kokoschka's portraits and 
Trakl's poems bring about a perspective 
from which it is possible to authentically 
perceive people, their ideas and lives. The 
portrait of Willy Hirsch, who brought the 
architect to Pilsen, has many things in 
common with Loos' portrait - especially 
the impasto characteristic brushstrokes; 
nevertheless, it does not give us a feel- 
ing of such a subjective relationship. The 
portrait characterises, with all possible 
objectivity, a man of the big world who 
can move in it with confidence. 




Portrety Willyho a Marthy Hirschovych 



Neni pfesvedcivejsiho dokladu odlis- 
neho pojeti muze a zeny v Kokoschkove 
rane portretni tvorbe, nez jsou podobizny 
Willyho a Marthy Hirschovych. Prvä vy- 
zafuje energii kategoricky zacilene osob- 
nosti, druhä v sobe zivotni energii kon- 
centruje a transformuje do zvnitfnele si- 
tuace. Expresivita obrazü stvrzuje ve srov- 
näni s vyrovnanym klidem a pohodlim 
Loosem navrzeneho interieru jeho radi- 
kälni maximu o protikladne funkci ume- 
leckeho dila a architektury: dilo je nezä- 
visle, dum slouzi, dilo vzbuzuje odpor, 
vzruseni a podnet, dum pfiznivy klid, za- 
libeni a pohodli. 128 

Jak bylo zmineno vyse, 129 Kokoschku 
zaujalo specificke dusevni klima zidov- 
skych spolecenskych kruhü, kam jej Loos 
uvedl, a jehoz otevf enost, patrnou v po- 
rovnäni s navyklou konzervativnosti vet- 
sinove spolecnosti, chäpal jako düsle- 
dek historicke nejistoty pfislusnikü to- 
hoto näroda. 130 Je mozne, ze neco z teto 
osobitosti je zämerne v portretech expo- 
noväno. Elana Shapira se pokusila ana- 
lyzovat vztah umelce k osobe stejne sta- 
reho, tehdy tfiadvacetileteho boha- 
teho tovärnika a jeho o rok mladsi zeny. 
Neatraktivni barevne rozmyte prostfedi, 
obleceni, jehoz elegance je potlacena ner- 
vozni malifskou artikulaci (skvrnami, 
pferusovanymi carami a vrypy), prochlad- 
lou barevnost a temny stin kolem hlavy 
Marthy Hirschove chäpejako subverzivni 
prostfedky, podryvajici burzoazni stav 
portretovanych. 131 Srovnäme-li obe podo- 
bizny, vynikne jejich zfejmä protiklad- 
nost: Martha, oblecena do proste bile ha- 
lenky a cervene sukne, stoji frontälne 
pf ed diväkem, trpne vystavena jeho ocim, 
nervozni prsty jejich bezahle zkfizenych 
rukou jako by se chvely, linie tela jsou mi- 
hotave jako rostliny pod vodou. 132 Willy 
je usazen v elegantnim modrem obleku, 
energicky pohyb rukou a aktivni pohled 
upfeny na virtuälni osobu v jeho zornem 
poli vzbuzuji dojem, ze se s rozhodnosti 
zvedä, aby na neco reagoval. Kokoschka 
v portretech zachytil konflikt dominance 
a submisivity, pf itomny v ideälnim pro- 
stfedi bohate mlade domäcnosti. 133 Tolik 
Elana Shapira. 



Will Semler poskytl laskave autorüm 
teto knihy svoji vzpominku na Marthu 
Hirschovou: „Martha byla slozitou a nä- 
rocnou osobnosti, jez vzdy pf erusila styk 
s okruhem ctitelü, ktefi neodpovidali 
jeji ürovni." Pamatuje si, ze i Martha pü- 
sobila rezervovanym dojmem, podobne 
jako jeji manzel, a ze snad po pfichodu 
Willovy matky Jany Semlerove do Plzne 
byla Martha urcitou dobu jeji mentor- 
kou. Kdyz Hirschovi uprchli pfed nacisty 
do Austrälie, sdilel syn Richard s man- 
zelkou Marii Luisou dum s rodici. Will 
Semler poznamenävä, ze Maria Luisa 
mela podobne velke oci jako Richardova 
matka Martha na Kokoschkove portretu. 
Byly si v necem podobne, ale „pro Marii 
Luisu to urcite nebylo snadne, protoze 
Martha, tfebaze v dobrem, byla nepo- 
chybne dominantni osobnosti". 134 Na foto- 
grafii ze svatby Stephana Schanzera s dce- 
rou Otty Becka Evou, pofizenou 27. ledna 
1926 v plzehskem byte Beckovych, sedi 
Martha Hirschovä na pohovce s ru- 
kama volne zkfizenyma, podobne jako 
na Kokoschkove portretu. Neni v nich 
vsak bezvychodnost a sama Martha pü- 
sobi uvolnene a sebejiste, vlastne nej- 
pfirozeneji ze vsech pfitomnych, jako 
emancipovanä zena, kterä ani neregis- 
truje pfitomnost fotografa, jemuz spolec- 
nost pozuje. Martha je zde o temef sedm- 
näct let starsi, z profilu vsak sledujeme 
tväf kräsne, usmevave mlade zeny. Z por- 
tretu, kde ji bylo pouhych dvacet dva let, 
na näs hledi oblicej bez veku, spis du- 
sevni vyraz nez obraz konkretni fyzicke 
podoby, ostfe kontrastujici se srozumitel- 
nym portretem jejiho cinnorodeho a ener- 
gickeho muze. Neportretni aspekt malby 
vyjadfuje i titul Zasnenä zena (Verträumte 
Frau), pod nimz byla podobizna vystavena 
u Cassirera v roce 1910. V katalogu je pa- 
trne obraz uveden pod polozkou 15 s nä- 
zvem Nestastnä zena (Eine unglückliche 
Frau). Podle näzvü je tedy portret Marthy 
Hirschove umeleckou podobou dusevniho 
stavu. Nevylucujeme, ze zachycuje du- 
sevni zivot portretovane, nepochybne je 
vsak take vyrazem univerzälnejsich temat, 
spojenych i v Kokoschkove rane portretni 
tvorbe s dekadentnimi obsahy fin de siede 



a subjektivnimi pocity mladeho umelce. 
Oboji ostatne prosytilo poetiku bäsne 
Snici chlapci, kterä vznikla jen o rok dfive: 
„Jsem jako snivec v läsce vsech bytosti", 135 
pise umelec, jehoz mysl naplhovaly dvoj- 
znacne obrazy zen, jako byla divka Li. 136 



Portraits of Willy and Martha Hirsch 



No illustration of different conceptions 
of men and women in Kokoschka's early 
portraiture is more convincing than the 
paintings of Willy and Martha Hirsch. The 
former radiates with energy of a categori- 
cally focused individual, while the latter 
concentrates its vital energy inside and 
transforms it into an internalised Situa- 
tion. When compared to the placidity and 
comfort of the interior designed by Loos, 
the expressiveness of the two pictures 
proves his radical maxim on the contrast- 
ing functions of art and architecture: 
a work of art is independent - a house 
serves - art arouses resistance, excite- 
ment and impulses - a house secures 
favourable peace, pleasure and com- 
fort 128 As has been already mentioned, 129 
Kokoschka was intrigued by the specific 
spiritual climate of the Jewish social 
circles where he had been introduced by 
Loos; he understood their openness - 
which was apparent in comparison with 
the usual conservativeness of the major- 
ity - as a consequence of the historical 
insecurity of their nation. 130 It is possible 
that some of this particularity is inten- 
tionally exposed in the portraits. Elana 
Shapira attempted an analysis of the 
artist's relationship to the person of the 
same age - then a twenty-three-year-old 
rieh factory owner, and his wife who was 
younger by one year. The 'dirty' washed- 
out background, the elegance of the out- 
fits that is suppressed by nervous painting 
articulation (stains, interrupted lines and 
notehes), the cool colouration and the 
dark shadow around Martha's head - all 
this is interpreted by Shapira as a subver- 
sive means of undermining the bourgeois 
posture of his sitters. 131 When comparing 
the two portraits, an apparent contrast 
Stands out: Martha, wearing a white 
blouse and red skirt, Stands frontally to 
the viewer, exposed passively to his eyes, 
the nervous fingers of her pointlessly 
crossed hands seem to be trembling, and 
the outlines of her body are glimmer- 
ing like aquatic plants. 132 Willy, clad in 
an elegant blue suit, is sitting while the 
energetic movement of his hands and his 
active gaze fixed at a Virtual person in 



his field of vision create the impression 
that he is about to stand up to react to 
something. In his portraits, Kokoschka 
captured the conflict of dominance and 
submissiveness, present in the environ- 
ment of the ideal young household. 133 So 
much for Elana Shapira. 

Will Semler kindly shared his memo- 
ries of Martha Hirsch with the authors 
of this publication: "Martha was a very 
sophisticated lady, she invariably finished 
up with a circle of admirers who may be 
were not quite up to her Standard." He 
remembers that Martha, similarly as her 
husband, seemed detached, and that 
after Will's mother Jana Semler came 
to Pilsen, Martha was probably mentor- 
ing her for some time. When the Hirsch 
couple fled to Australia from the Nazis, 
their son Richard and his wife Maria Luisa 
shared their house there with them. Will 
Semler remarks that Maria Luisa „also 
had large eyes like Martha as shown in 
(Kokoschka's) painting." They were simi- 
lar in a way but "it could not have been 
easy for her because Martha although well 
meaning was undoubtedly a dominant 
Personality." 134 On a photograph from the 
wedding of Stephan Schanzer and Eva 
- the daughter of Otto Beck, which was 
taken on the 27 01 January, 1926 in Becks' 
Pilsen flat, Martha Hirsch is sitting on 
a sofa with her hands freely crossed in 
a similar way as on Kokoschka's portrait. 
There is no despair in them, though, 
and Martha herseif seems relaxed and 
self-confident, in fact she looks the most 
natural of all of them - as an emaneipated 
woman who does not even notice the 
presence of the photographer for whom 
the Company is sitting. Here, Martha is 
almost seventeen years older, but in her 
profüe, we still see a face of a beautiful, 
cheerful young woman. From the portrait 
where she was only twenty-two, there is an 
ageless face gazing at us, rather a men- 
tal expression than a picture of a specific 
physical appearance - strongly contrast- 
ing with the understandable portrait 
of her active and energetic husband. 
A non-portrait aspect of the painting is 
expressed by the title Dreaming Woman 



(Verträumte Frau) by which it was exhib- 
ited at Cassier in 1910. In the catalogue, 
it is probably listed under item No 15 as 
Unhappy Woman (Eine unglückliche Frau). 
From the way the titles sound the portrait 
of Martha Hirsch is an artistic depiction 
of a mental State. We do not rule out that 
it is capturing the sitter's inner life, but it 
is undoubtedly also an expression of more 
universal topics connected - similarly as 
in Kokoschka's early portraiture - with 
decadent contents of the fin-de-siecle and 
with subjective impressions of the young 
artist. For that matter, both saturated the 
poetics of the poem The Dreaming Boys, 
written a year earlier: "I am like a dreamer 
in the love of all beings", 135 wrote the art- 
ist whose mind was filled with ambivalent 
pictures of women like Girl Li. 136 
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...mit dämonischen Kuhaugen 



Kritik Kurt Hiller, zakladatel Noveho 
klubu (1909-1912), v nemz se zrodil ber- 
linsky expresionismus, zachytil v re- 
cenzi Kokoschkovy vystavy v Salonu 
Paula Cassirera v roce 1910 svüj do- 
jem z portretu Marthy Hirschove v caso- 
pise Der Sturm slovy: „Däle: .nest'astnä 
zena', bledä, nervozni, zträpenä, s de- 
monicky kravima ocima, jak je obrou- 
bila deprese." 137 Nedomniväm se, ze 
lze tuto charakteristiku brät doslova, 
jako psychologicky portret individua- 
lity, at' uz to tak Kurt Hiller myslel, ci ne. 
Portret velmi pfesne reprezentuje ranou 
Kokoschkovu typologii zeny, v niz se zr- 
cadli vedomi doby - pach rozpadu a ne- 
jistoty, proväzeny kf ehkou vnitfni krä- 
sou. Heinz Spielmann podotkl, ze „zeny, 
ktere Kokoschka portretoval, byly svym 
vzezfenim a podstatou protejskem spo- 
lecenske negativity. (...) Kokoschka uka- 
zuje zenu, kterä udrzuje vazbu ke svetu 
pouze svyma velkyma ocima, jez hledi 
do neurcite dälky; jeji ruce nemohou nie 
uchopit." 138 Atmosfera doby se pf ekry- 
vala s Kokoschkovym subjektivnim, am- 
bivalentnim vnimänim zeny, formova- 
nym dobovymi pfedstavami, jak bylo po- 
ukäzäno vyse. Negativitu, v niz se sou- 
stfedüje animalita a pudovost zeny, kom- 
penzuje pfedstava duse, jejimz vyra- 
zem bylo rovnez zenstvi - je to dobfe pa- 
trne v Kokoschkove bäsni Snici chlapci. 
Erhard Stöbe spatfuje v techto podo- 
biznäch zen pf edevsim expresionisticke 
varianty „duse" z pozdne viktoriänske 
doby. 139 Zeny jsou v nich zaklety do jake- 
hosi melancholickeho strnuti, ktere ozi- 
vuji üsta a oci, püsobici jako archetypälni 
samoznaky vnitfniho zivota. Neobycejne 
soustf edenä tväf Marthy Hirschove kon- 
trastuje s nejistou pozici rukou, zale- 
vanych krvavou barvou, jez jako by se 
do nich vsakovala z üzkeho pruhu sukne. 
Nervoznim, pavueinove jemnym obry- 
sem a kf ecovitou pozici prstü pfipomi- 
naji typologii rukou na portretech Egona 
Schieleho. 140 Ukazoväk leve ruky se zatinä 
jako spar, pfipominajici „bestiälni" ar- 
chetyp zeny. O mälo pozdeji se tento mo- 
tiv opakuje na portretu Lotte Franzosove, 
ktery mä s podobiznou Marthy Hirschove 



mnoho spolecneho: kfehky lyrismus a au- 
raticky modry stin, jenz ji obklopuje jako 
fluidni vyraz zenstvi a u hlavy se meni 
v nebezpecny temny chuchvalec. Tyz ob- 
lak temne barvy obklopuje zprava portret 
Bessie Bruceove. V tomto obdobi se stal 
soueästi Kokoschkovy ikonologie zeny, 
podobne jako zkfizene ruce. Jejich napeti 
je patrne az v koneccich prstü, jez ve sve 
zevni necinnosti vyjadfuji aktivni vnitfni 
zivot osoby, 141 ktery vsak nedokäze z vnej- 
siho sveta nie polapit. Zkfizene ruce sme- 
fujici do präzdna, s prsty zalomenymi 
jako späry, vsak Kokoschka znäzornil uz 
v roce 1908, a to pfiznaene na zäverecnem 
listu Divka Li ajä litografovane bäsne Snici 
chlapci, tedy u postavy tvofici emoeni cen- 
trum düa, a jeste zfetelneji se toto gesto 
objevuje na kolorovane kresbe Dve divky 
pfi oblekäni ze sbirky Wilhelma Hahna 
z tehoz roku. Tento znak zjevne necha- 
rakterizuje psychologii individuälni zeny, 
nybrz spise „cosi v zene". Take velke, ja- 
koby sträzni obroubene „demonicke kravi 
oci" nepatfi vylucne Marthe Hirschove, 
nybrz charakterizuji Kokoschkovy por- 
trety zen, jak je patrne na fade kreseb 
jeste kolem roku 1920. Velmi instruktivni 
je skuteenost, ze podobne oci na näs hledi 
i z Kokoschkovych autoportretnich kre- 
seb z teto doby, nebot' svedei o identifikaci 
umelce s timto vyrazovym znakem vnitf- 
niho zivota. 

Zasnenä zena reprezentuje i nerepre- 
zentuje ony negativni individuälni ob- 
sahy, jez jsou s portretem spojoväny, po- 
cinaje Hillerovou kritikou. Na autora teto 
stati püsobi pf edevsim kfehky vyrazovy 
lyrismus obrazu, obestfeny dvojznac- 
nosti a tajemstvim, produchovnelä jem- 
nost zenske podoby mu pfipominä ne- 
ktere postavy Josefa Simy. Podobizna 
Marthy Hirschove, podobne jako por- 
tret Bessie Bruceove ci Lotte Franzosove, 
je nejen vyrazem Kokoschkovy psycho- 
logicke vnimavosti, ale take dokumen- 
tem senzibility, kterä podobu spolu- 
utväfela; vkrädaji se do ni vize „snieiho 
chlapce", pfizpüsobujici ruce portreto- 
vane svym pfedstaväm: „tve hubene nepo- 
znamenane prsty mely by mi viset na ko- 
lenou / jak syte kvetiny (...) pod dotykem 



tvych tenkych prstü / rozkvetaji kvetiny". 
Take ütlä ramena a pootevfenä üsta, jez 
chteji cosi vyslovit, maji svüj ekvivalent 
v bäsni, kterou vyjädfil dvaadvacetilety 
Kokoschka svoji rozeitlivelou pfedstavu 
zeny: „bydli v mem dorne ajä budu ocekä- 
vat detske chveni tvych / ramenou a videt 
/ jak tvoje üsta / mluvi za mne / aniz hle- 
daji slova." 142 A pfece je v kfehkem zjevu 
Marthy Hirschove i cosi demonickeho (co 
bychom mohli zase spojit s hrou Vrah, na- 
deje zen): prüsvitnä bledost zlutave tväfe 
a büe halenky, jiz dole podtrhuje üzky 
pruh temne rude barvy sukne, ji charak- 
terizuje jako lunatickou zenou, reprezen- 
tujici melancholii a süenstvi, literärni a fi- 
losoficke pf edstavy fin de siede. Zatimco 
muze ureuje vitälni energie, tvürci a inte- 
lektuälni jas Slunce, zenu charakterizuje 
pudovost, sexualita a nevedomi skryte 
v pfisefi mesieniho svitu. Kokoschka slu- 
necni a mesieni symboliku muze a zeny 
explicitne zdürazhoval v ilustracich 
ke hfe Vrah, nadeje zen. Ve sve autobiogra- 
fii pise: „Zlutä na mne püsobi stejne jako 
büä, jako mrtvy mesic", 143 a ve vzpomince 
na nest'astneho Trakla pfipojuje mesici 
symbolicky vyznam zeny, smutku, smrti: 
„Georg Trakl nosil smutek za svou mrtvou 
sestru-dvojee, s niz byl spjat vice nez pou- 
hou bratrskou läskou. Jeho smutek byl 
jako Mesic, ktery postoupil pf ed Slunce 
a zatmel je." 144 Portret Marthy Hirschove 
je temito yyznamy zjevne nasycen. Will 
Semler ve sve vzpomince ze tficätych let 
zminil velice podivny, rozporuplny rys jeji 
osobnosti: „Jedna vec na ni byla zvlästni. 
Vynikala v sofistikovane konverzaci, jeji 
dopisy byly vsak obsahove i stylisticky pri- 
mitivni. Zvlästni!" 145 Zachytil Kokoschka 
pfes filtr sveho sneni a dobove pfedstavy 
zeny pfece jen urcitou intimni stränku 
osoby, kterä se skryvala za chudym, „pri- 
mitivnim" pisemnym projevem, neodpovi- 
dajicim jeji spolecenske roli? 

Osoby, ktere portretoval, musely 
Kokoschku zaujmout. Avsak nezajimal ho 
v pfisnem smyslu slova jejich psycholo- 
gicky profil, nybrz vyraz a obsah, ktery re- 
zonoval v jejich gestech a tväfich. 146 Tuto 
vnitfni slozku osoby exponoval malbou ob- 
nazujici dusi a zviditelnujici tak hloubku 
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a rozporuplnost lidske bytosti, nikoli vsak 
jeji dusevni diagnozu. Kokoschkovy por- 
trety nebyly psychologickym rozborem, ny- 
brz autonomnim umeleckym dilem, jez se 
fidi vlastnimi pravidly. 

Martha Hirschovä moznä reago- 
vala na svüj portret podobne odmitave, 
jako Lotte Franzosovä (ta se vsak nechala 
pfesvedeit) nebo Else Kupferovä, kterä 
po letech v dopise adresovanem Oskaru 
Kokoschkovi pfipousti, ze kdysi ve Vidni 
malbe nerozumela, nyni (v roce 1950) 
vsak pfijela na jeho vystavu v Mnichove, 
dlouho stäla pfed portretem a pocho- 
pila, ze Kokoschka mel tehdy pravdu: ukä- 
zal „jakä jsem a jaky byl müj zivot". 147 
Podobne tomu snad bylo i s Marthou 
Hirschovou, kterä se nechala od Oskara 
Kokoschky portretovat znovu v roce 1935 
v Praze. Tuto zakäzku jiz Loos zprostfed- 
kovat nemohl. Neni düvod poehybo- 
vat o jejim obvyklem prübehu. Na rozdil 
od portretü Willyho a Marthy z roku 1909 
byl tento obraz portretovanou osobou ob- 
jednän a zakoupen do vlastnictvi rodiny. 148 

Elana Shapira poukäzala na vstfic- 
nost klientü Adolfa Loose, jiz se nechali 
pfesvedeit, abyje portretoval jeho pfitel 
Oskar Kokoschka. Dobfe vedeli, ze to ne- 
bude portret „jako od Makarta", pfesto se- 
deli modelem, jakkoli si obrazy nekou- 
pili. Clovek v teto souvislosti musi myslet 
na speeiflekou kulturni otevf enost videh- 
ske zidovske society, na niz Kokoschka 
vzpominal. Hirschovi, stejne jako ostatni, 
ktefi Kokoschkovi sedeli modelem, „byli 
ochotni riskovat svoji povest, aby se pfi- 
pojili k pionyrskemu pochodu za lepsi, 
osvicenou spolecnost". 149 



Critic Kurt Hiller, the founder of the 
New Club (1909-1912) where Berlin 
Expressionism was born, captured his 
impression of Martha Hirsch's portrait 
in his review on Kokoschka's exhibition 
in Paul Cassier's Salon in 1910, published 
in Der Sturm magazine by the follow- 
ing words: "another one: 'an unhappy 
woman' - pale, nervous, care-worn, 
with her daemonic cow-eyes narrowed 
to a depressive slit." 137 1 am not of the 
opinion that we can take this descrip- 
tion literally, as a psychological portrait 
of an individual, whether Kurt Hiller 
meant it this way or not. The portrait 
represents very precisely Kokoschka's 
early typology of women which mirrors 
the climate of the time - the stench of 
decay and uncertainty aecompanied with 
fragile inner beauty. Heinz Spielmann 
observed that "with their looks and na- 
ture, the women portrayed by Kokoschka 
were opposites of social negativity (...) 
Kokoschka shows a woman who keeps 
her bond with the world only with her 
big eyes which stare to an indefinite dis- 
tance and whose hands cannot get hold 
of anything". 138 The atmosphere ofthat 
time coincided with Kokoschka's subjec- 
tive, ambivalent pereeption of women 
which had been formed by the notions 
of the period, as pointed out before. 
The negativity, in which female animal- 
ity and instinetivity are concentrated, is 
compensated by the notion of soul, the 
expression of which was also woman- 
hood - it is noticeable in Kokoschka's 
poem The Dreaming Boys. Erhard Stöbe 
sees these portraits of women primarily as 
Expressionist variations on late-Victorian 
'spirit'. 139 The women on them are under 
a spell of melancholic stiffness, animated 
by their mouths and eyes which seem as 
archetypal shorthand Symbols for inner 
life. The unusually concentrated face of 
Martha Hirsch contrasts with the insecure 
Position of her hands, flooded by a blood- 
red colour which seems to seep into them 
from the thin strip of her skirt. With their 
nervous, gossamer outlines and spas- 
tic fingers they resemble the typology 
of hands on Egon Schiele's portraits. 140 



The index finger of her left hand, clawed 
like a talon, reminds us of the 'bestial' 
female archetype. A little later this motif 
repeated on the portrait of Lotte Franzos 
which has a lot in common with Martha 
Hirsch's picture: soft lyricism, and blue 
aura-like shade which surrounds her as 
a fluid of femininity to merge into a dan- 
gerous dark cloud around her head. The 
same dark cloud is surrounding the right 
side of Bessie Bruce's portrait. In this 
period itbecame a part of Kokoschka's 
female iconology, together with crossed 
hands. The tension is noticeable only in 
the fingertips which, in their apparent 
inactivity express the person's vivid in- 
ner life 141 incapable of grasping anything 
from the outside world. Kokoschka had 
already represented such crossed hands 
with claw-like fingers pointing to empty 
space in 1908 - quite symptomatically, in 
Girl Li and I - the final list of a lithographi- 
cally illustrated poem The Dreaming Boys, 
it appears in a figure that represents the 
emotional centre of the piece; this ges- 
ture is even more distinet on a coloured 
drawing called Two Dressing Girls from 
the same year, which is a part of Wilhelm 
Hahn's collection. This gesture obviously 
does not characterise psychology of an 
individual woman, rather "something 
about a woman". Also the big, care-worn 
"daemonic cow-eyes" do not belong exclu- 
sively to Martha Hirsch - they character- 
ise Kokoschka's portraits of women, as we 
can notice on a number of drawings from 
even around 1920. The fact that similar 
eyes stare at us also from Kokoschka's 
self-portraits of the time is truly instruc- 
tive - it shows that the artist identified 
with this means of expressing inner life. 

The Dreaming Woman both represents 
and fails to represent the said negative 
individual Contents which have been 
attributed to the portrait since Hiller's 
review came out. The author of this paper 
is primarily impressed by the painting's 
soft lyricism of expression, shrouded by 
ambiguity and mystery; the soulful deli- 
caey of the female form reminds him of 
some of Josef Sima's figures. The por- 
trait of Martha Hirsch, similarly as the 



portraits of Bessie Bruce or Lotte Franzos, 
is not only an expression of Kokoschka's 
psychological perceptivity but also a docu- 
ment of sensibility which participated on 
creating the form; the visions of a 'dream- 
ing boy' that accommodate the sitter's 
hands to their ideas are creeping in: "your 
thin unmarked fingers should cling to my 
knees /like sated flowers / (...) touched 
by your thin fingers / flowers bloom". 
Also the small Shoulders and the slightly 
open mouth that want to utter something, 
have their equivalents in the poem in 
which twenty-two-years-old Kokoschka 
expressed his emotional image of woman: 
"come live in my house and Hl wait for 
the childlike shiver / of your Shoulders 
and watch / your mouth as they / talk for 
me / without looking for words." 142 And 
still there is something daemonic about 
the fragile appearance of Martha Hirsch 
(which could be again connected with 
the play Murderer, the Hope ofWomeri): 
her translucently pale yellowish face and 
the white blouse underlined with the 
narrow strip of the deep-red of her skirt, 
characterise her as a lunatic woman who 
represents melancholy and madness, the 
literary and philosophical concepts of 
the fin-de-siecle. While man is defined by 
vital energy - the creative and intellectual 
blaze of the sun, woman is characterised 
by instinctivity, sexuality and uncon- 
sciousness lurking in the shade of moon- 
light. Kokoschka explicitly emphasised 
the solar and lunar symbolisms of men 
and women in his illustrations for the 
play Murderer, the Hope of Women. In his 
autobiography he wrote: "for me yellow 
has an effect similar to that of white; it is 
like a dead moon", 143 and in his memory 
of the unfortunate Trakl he attributed the 
moon the symbolic meanings of a fe- 
male, sorrow and death: "Georg Trakl was 
mourning for the death of his own twin 
sister, to whom he was bound by more 
than a brother's love. His grief was like 
the moon as it moves in front of the sun 
and darkens it." 144 The portrait of Martha 
Hirsch is obviously saturated with these 
meanings. In his recollection from 1930s, 
Will Semler mentioned a rather uncanny, 



contradicting trait of her personality: 
"There was an intriguing side to her. She 
was a master of sophisticated conversa- 
tion but any letters were the opposite. 
They were both primitive in content and 
wording. Strange!" 145 Did Kokoschka cap- 
ture after all, in the filter of his dreaming 
and the period image of women, a certain 
intimate side to the person hiding behind 
the poor, 'primitive' writing style which 
did not fit her social role? 

The people whom he portrayed had 
to impress Kokoschka. Nevertheless he 
was not interested in their precise psycho- 
logical profiles but in the expression and 
content which resonated in their gestures 
and faces. He exposed this inner element 
by painting Stripping down the soul and 
thus making visible the profundity and 
ambiguousness of human being - but not 
its mental diagnosis. Kokoschka's portraits 
were not psychological analyses but auton- 
omous works of art with their own rules. 

It is well possible that Martha 
Hirsch reacted to her portrait in a simi- 
larly negative way as Lotte Franzos (who 
was eventually persuaded otherwise) 
or Else Kupfer who, in a letter to Oskar 
Kokoschka, admitted after many years 
that in the old days in Vienna she had not 
understood painting, but now (in 1950) 
she came to see his exhibition in Munich, 
stood long in front of the portrait and 
realised that Kokoschka had been right: 
he showed "me the way I was and the way 
my life had been" 146 It might have been 
similar with Martha Hirsch who had her- 
seif portrayed by Oskar Kokoschka again 
in 1935 in Prague. This commission could 
not have been mediated by Loos anymore. 
There is no reason to doubt it went as 
usual. Unlike the portraits of Willy and 
Martha from 1909, this piece was com- 
missioned by the person portrayed and 
purchased into family ownership. 147 

Elana Shapira pointed out the accom- 
modating approach of Loos' clients whom 
he persuaded to have their portraits 
painted by his friend Oskar Kokoschka. 
They knew very well it would not be 
'a Makart' - but they still sat for him, even 
though they would not eventually buy 



the pictures. In this context, one has to 
ponder over the specific cultural open- 
ness of the Viennese Jewish society, as 
remembered by Kokoschka. Like the rest 
of Kokoschka's sitters, the Hirsch couple 
"were ready to risk their reputation in 
order to participate in the march of the 
pioneers toward a better and enlightened 
society." 148 
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Martha Hirschovä, detail fotografie 
ze svatby Stephana Schanzera 
s dcerou Otty Becka Evou, 
27. ledna 1926 
soukromy archiv 

Martha Hirsch, photo of the 
wedding of Stephan Schanzer and 
Otto Beck's daughter Eva in the 
Beck's Pilsen apartment 
on 27th January 1926, detail 
Private archive 
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Kaiman Kemeny, Podobizna 
Hedviky Liebsteinove, kolem 1930 
olej, plätno, 110 x 92 cm 
© Närodni galerie v Praze 

Kaiman Kemeny, Portrait of 
Hedvika Liebstein, about 1930 
Oil on canvas, 110 x 92 cm 
© National Gallery in Prague 
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Dodejme na zäver, ze v Plzni je pfece 
jen dolozen i pfimy doklad komple- 
mentärniho vztahu obytneho pro- 
storu a umeleckeho dila, prosazovany 
Adolfem Loosem. Tykä se interieru domu 
s dvougeneracnim bytem Jana a Jany 
Brummelovych a Hedviky Liebsteinove 
na Husove tfide 52 (dnes 58) a portretu 
Hedviky Liebsteinove (matky Johanny 
Brummelove) , ktery vytvof il malif Kaiman 
Kemeny, püsobici v Plzni. Adolf Loos si 
podle (zprostfedkovanych) informaci 
Michala Brummela püvodne pfäl, aby 
portret vytvofil Oskar Kokoschka. Kdyz 
se ukäzalo, ze to neni mozne, doporucil 
Kemenyho a urcil i umisteni obrazu v hale 
interieru. Kemenyho präce je expresivizo- 
vanym civilnim portretem, urcitou varian- 
tou neue Sachlichkeit; popisne pojeti po- 
lopostavy sedici zeny ozivuje vyraznä psy- 
chologizace tväfe se zvnitfnelym, zamys- 
lenym pohledem, kterou zesiluje expre- 
sivni rukopis pozadi, kontrastujici s ci- 
vilnim mest'anskym portretem. Obraz za- 
koupila v roce 1987 od dedice Michala 
Brummela Närodni galerie v Praze. 
Nevime, jak Loos pfisel na Kemenyho; 150 
mohl ho poznat jiz ve Vidni, kde püvodem 
madarsky malif studoval Akademii, nej- 
spis na nej ale narazil az v Plzni na konci 
dvacätych let, kde Kemeny tehdy püsobil. 
V roce 1929 zde vstoupil do vyznamneho 
mistniho Sdruzeni zäpadoceskych yytvar- 
nych umelcü a na podzim se zücastnil 
jeho ctvrte clenske vystavy. 151 Pfedsedou 
Sdruzeni byl Loosüv blizky spolupra- 
covnik architekt Karel Lhota, 152 ktery 
v te dobe s Loosem spolupracoval na vile 
dr. Frantiska Müllera v Praze. Je tedy 
pravdepodobne, ze to byl präve Lhota, 
kdo Loose na Kemenyho upozornil. Jinou 
moznosti je, ze Loos poznal Kemenyho 
prostfednictvim Hirschovych. Nekdy 
v teto dobe, moznä pfed tim, nez vznikla 
z Loosova popudu podobizna Hedviky 
Liebsteinove, namaloval totiz Kemeny 
portret Marthy Hirschove, urceny do bytu, 
ktery Adolf Loos pro Hirschovy upravoval 
v roce 1907. Na rozdil od Kokoschkovych 
podobizen zde tento obraz skutecne visel. 
Dnes se nachäzi v soukromych rukou. 153 



To conclude, we would finally like to add 
that in Pilsen, there is after all a direct 
evidence of the complementary relation- 
ship between living space and art, advo- 
cated by Loos. It concerns the interior 
of the house with a two-generation flat 
in Hus Street No 52 (nowadays No 58) 
that used to belong to Jan Brummel, his 
wife Jana and Hedvika Liebstein, and 
the portrait of Hedvika Liebstein (Jana's 
mother), painted by Kaiman Kemeny, 
a famous artist residing in Pilsen at that 
time. According to Michal Brummel's 
(second-hand) information, Loos origi- 
nally wanted Oskar Kokoschka to paint 
the portrait. When it became clear that it 
would not be possible, he recommended 
Kemeny - and even specified the picture's 
Position in the interior hall. Kemeny's 
painting is a civilian portrait with a hint 
of expressionism, a certain Variation on 
Neue Saglichkeit; the descriptive concept 
of a sitting semi-figure is animated by 
outstanding psychology of the face, with 
its introverted, thoughtful gaze, accentu- 
ated by the expressive style of the back- 
ground which contrasts with the portrait's 
piain bourgeois style. In 1987 the National 
Gallery in Prague purchased the picture 
from Michal Brummel's heir. 

We do not know how Loos got to 
know Kemeny; 149 he might have been 
introduced to him back in Vienna where 
the painter of Hungarian origin studied 
at the Academy, but most probably he 
came across him at the end of the 1920s 
in Pilsen where Kemeny was working 
at the time. In 1929 Kemeny joined the 
Association of Visual Artists in West 
Bohemia which was quite important lo- 
cally, and in the autumn he participated 
on its fourth member exhibition. 150 The 
Association's chairman was the architect 
Karel Lhota, 151 Loos' close colleague who 
was working with him on Dr. Frantisek 
Müller's villa in Prague at that time. Thus 
it is probable that Kemeny was brought to 
Loos' attention by Lhota. Another pos- 
sibility is such that Loos met Kemeny 
through the Hirschs - around that time, 
maybe a little before Hedvika Liebstein's 



portrait was painted upon Loos' impulse, 
Kemeny painted Martha Hirsch's portrait 
intended for the apartment which Adolf 
Loos had adapted for the Hirsch couple in 
1907. Unlike the portraits by Kokoschka, 
this picture was really hung there. 
Presently it is in private hands. 152 
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1 „It is not clear if Kokoschka painted the 
couple in Vienna or in Pilsen, but it was 
most likely in Pilsen." Elana Shapira, 
The Pioneers: Loos, Kokoschka and Their 
Shared Clients, in: Tobias G. Natter (ed.), 
Oskar Kokoschka. Early portraits from Vienna 
and Berlin 1909-1914, New York-Cologne 
2002, s. 50-60, zde s. 60, pozn. 69. 

2 Portret Willyho Hirsche se na nemec- 
kem trhu s umenim objevil ve dvacä- 
tych letech, v roce 1932 obraz ziskala 
Dräzd'anskä banka, kterä jej roku 1935 
prodala Pruskemu statu. Ten obraz o rok 
pozdeji pfevedl do vlastnictvi Närodni 
Galerie v Berline, kde se nachäzi dodnes 
(Nationalgalerie, Staatliche Museen zu 
Berlin). Viz Tobias G. Natter, Portraits, in: 
ibidem, s. 104, kde je uvedena pfislusnä li- 
teratura. Portret Marthy Hirschove dnes 
vlastni Neue galerie v New Yorku (Serge 
Sabarsky collection, New York). 

3 Oskar Kokoschka, Müj zivot (pfel. Alena 
Blähovä), Brno 2000, s. 61. 

4 Viz Shapira (pozn. 1), s. 55. 

5 „In 1930, when this photograph was 
taken, these cultural discourses, especially 
those of Classical Greece, might have been 
regarded as old-fashioned." Ibidem, s. 60, 
pozn. 63. 

6 K zäjmu o japonsky dfevof ez v Cechäch 
v obdobi fin de siecle viz napf . Filip 
Suchomel, Asie a Katolickä moderna, in: 
Roman Musil - Ales Filip (eds.), Zajatci 
hvezd a snü. Katolickä moderna ajeji casopis 
Novy zivot, Praha 2000, s. 365-383. 

7 Za informace o rodine a rodinnych vaz- 
bäch dekuji Petru Domanickemu. K ro- 
dine Hirschovych blize viz jeho stat' zde. 
Pf ibuzensky vztah mezi rodinou Wilhelma 
Hirsche a Alfreda Krause zprostfedkovany 
Rosou Hirschovou uvädi rovnez Elana 
Shapira (pozn. 1), s. 52. 

8 Georg Trakl, Karl Kraus, in: Georg 
Trakl, Sebestiän ve snu (pfel. Ludvik 
Kundera), Tfebic 1995, s. 165. Srov. näzev 
Kokoschkovy iniciacni expresionisticke 
plastiky Välecnik nize. 

9 K tomu viz Shapira (pozn. 1), s. 52, kde je 
uvedena pfislusnä literatura. 

10 Ibidem. 

11 Vzorem, ktery chtel Loos do stfedni 
Evropy zavest, byly americky a zvläste 



anglicky zivotni styl a kultura: „Auch 
glaube ich, in den 24 heften dieses jähr 

- ganges alles sagen zu können, was ich 
zu sagen habe. Zweck der Zeitschrift ist, 
mir meine berufsarbeit zu erleichtern. Ich 
richte nämlich Wohnungen ein. Das kann 
ich nur für leute, die abendländische kul- 
tur besitzen. Ich war so glücklich, drei jä- 
hre in Amerika zu leben und westliche 
kulturformen kennen zu lernen. Da ich 
von deren Überlegenheit überzeugt bin, 
halte ich es für charakterlos, auf das öster- 
reichische niveau - subjektiv gesprochen 

- herabzusteigen. Das führt zu kämpfen. 
Und in diesen kämpfen stehe ich einsam 
da." Adolf Loos: Das Andere. Ein Blatt zur 
Einführung der abendländischen Kultur in 
Österreich. Ankündigung, in: Die Zukunft, 
Berlin, 30. 1. 1904, s. 85. 

12 Viz Kokoschka (pozn. 3), s. 71. 

13 Carl E. Schorske, Viden na pfelomu stoleti, 
Brno 2000, s. 20. 

14 K tomu viz zde staf Petra Domanickeho. 

15 V roce 1935 ziskal Kokoschka ceskosloven- 
ske stätni obcanstvi, ktere trvalo do roku 
1947, kdy obdrzel britske stätni obcanstvi. 

16 Ke vztahu Adolfa Loose a Oskara 
Kokoschky viz napf. Werner J. Schweiger, 
Der junge Kokoschka. Lehen und Werk 
1904-1914, Wien-München 1983, 

s. 116-123. 

17 Viz Schorske (pozn. 13), s. 311. 

18 K nastinene problematice viz Claude 
Cernuschi, Pseudo-Science and Mythic 
Misogyny: Oskar Kokoschka's Murderer, 
Hope of Woman, The Art Bulletin LXXXI, 
c. 1, 1999, s. 126-148, zde s. 142-144. 

19 Ibidem, s. 126-148, passim. 

20 „Wir sind dazu verpflichtet, einem großen 
Talent die Möglichkeit der Aussprache zu 
geben. Oskar Kokoschka ist das größte 
Talent der jungen Generation. Und 
selbst wenn wir Gefahr liefen, daß un- 
sere Kunstschau demoliert würde, nun, 
dann geht man eben zugrunde. Aber man 
hat seine Pflicht getan." Cit. die Heinz 
Spielmann, Oskar Kokoschka. Leben und 
Werk, Köln 2003, s. 47. 

21 „Sie alle konzentrierten sich auf die 
>Traumtragenden< und sprachen fast kaum 
von Zeichnungen oder den Blättern zu den 
>Träumenden Knaben<, überhaupt nicht 



vom Text >Märchenbuchs<. Diese großfor- 
matigen Bilder bedeuteten die eigentliche 
Provokation, gaben auch den einsichtsvol- 
lere der Kritiker Fragen auf." Ibidem, s. 
47. 

22 „Cizek byl zastäncem svobodne tvürci akti- 
vity. Rikal, ze dite näm müze ukäzat zjeveni 
zäkladnich tvürcich sil, praprimitivniho 
umeni, na novem üzemi, na nasi domov- 
ske püde." Leopold Wolfgang Rochowanski, 
Die Wiener Jugendkunst. Franz Cizek und 
seine Pflegestätte, Wien 1946, s. 20. Cit die 
Schorske (pozn. 13), s. 312. 

23 Ibidem, s. 314. 

24 „- ich bin der kreisende Werwolf - / wenn 
die Abendglocke vertönt / schleich ich 

in eure Gärten." Oskar Kokoschka, Die 
Träumenden Knaben, in: Hans Maria 
Wingler (ed.), Oskar Kokoschka. Schriften 
1907-1955, München 1956, s. 110. Cesky 
pfeklad viz Oskar Kokoschka, Snici 
chlapci, in: Ludvik Kundera, Halöje tady 
vichr, vichrice, Praha 1969, s. 36-39, 
zde s. 37. 

25 „Das Enfant terrible ist hier Kokoschka. 
Da ein verfrühter Erfolg (er hat alles, was 
er ausstellt, am ersten Tage verkauft) 
schon manchem Jungen geschadet hat, ist 
es pädagogisch richtig, zu bremsen. Also 
Herr Kokoschka, Ihre Gobelinentwürfe 
sind abscheulich: Oktoberfestwiese, 
rohe Indianerkunst, ethnographisches 
Museum, verrückt gewordener Gauguin 

- was weiß ich. Und trotzdem kann ich 
mir nicht helfen: Ich habe seit Jahren 
kein interessanteres Debüt erlebt. Dieses 
Enfant terrible ist nämlich wirklich ein 
Kind, absolut kein Poseur, nein, ein gu- 
ter Junge. Er hat mir selbst mit einer 
Naivität, die gar nicht von heute ist, den 
Sinn seiner Bilder erklärt. Und während 
ich ihm zuhörte, wie er mit ungeschickten 
Handbewegungen seine bambinohaften 
Worte erläuterte, sagte ich mir im stillen: 
Hier ist etwas Echtes und Frisches, etwas 
Elementares, das nach Ausdruck drängt... 
Den Namen Kokoschka aber muß ich mir 
merken. Denn wer mit zweiundzwan- 
zig Jahren sich so kannibalisch gebärdet, 
kann möglicherweise mit dreißig ein sehr 
origineller, ernstzunehmender Künstler 
sein." Richard Muther, Die Kunstschau, 



in: Die Zeit, Wien, Jg. 7, 1908, Nr. 2049, 
6. Juni, s. 1-2. Cit. die Schweiger, Der 
junge Kokoschka (pozn. 16), s. 74. 

26 Loos vzpominä, ze kresby byly „...clou der 
ausstellung und die wiener liefen hinein, 
um sich darüber den buckel voll zu la- 
chen." Adolf Loos, Oskar Kokoschka, in: 
idem, Trotzdem. 1900-1930. Die Schriften 
von Adolf Loos in zwei Bänden - zweiter 
Band, Innsbruck 1931, s. 256. 

27 „Wie gerne hätte ich sie erworben, sie 
gehörte aber der ,wiener werkstätte'." 
Ibidem. 

28 „Ich traf ihn im jähre 1908. Er hatte das 
plakat für die wiener ,kunstschau' gezeich- 
net. Es wurde mir gesagt, daß er ein an- 
gestellter der , wiener werkstätte' sei und 
mit fächermalen, zeichnen von ansicht- 
skarten und ähnlichen, nach deutscher art 
- kunst im dienste des kaufmanns -, be- 
schäftigt werde. Mir war es sofort klar, daß 
hier eines der größten verbrechen am heili- 
gen geist verübt wurde. Ich ließ Kokoschka 
rufen. Er kam. Was er jetzt mache? Er mo- 
dellierte eine büste. (Sie war nur in seinem 
hirn fertig.) Die ist von mir angekauft. Was 
kostet sie? Eine Zigarette. Gemacht. Ich 
handle nie. Aber schließlich einigten wir 
uns auf fünfzig krönen." Ibidem. 

29 Claude Cernuschi, Body and Soul: Oskar 
Kokoschka's The Warrior, Truth and the in- 
terchangeability of the physical and psycho- 
logical in fin-de-siecle Vienna, Art History, 
Vol. 23, March 2000, s. 56-87. Zde uve- 
dena literatura: Patrick Werkner, Austrian 
Expressionism: Theformative Years, Paolo 
Alto, 1993, s. 80; Frank Whitford, Oskar 
Kokoschka: Alife, New York, 1986, s. 30-31. 

30 Viz Cernuschi, Body and Soul (pozn. 29), 
s. 62-63. 

31 Viz Kokoschka (pozn. 3), s. 67. 

32 „There are reaons to posit the argu- 
ment that the alliance between Loos and 
Kokoschka was essentially collabora- 
tive: that Kokoschka initiated the sty- 
listic change, but that Loos contributed 

a powerful intellectual frame of reference 
within which this change acquired mea- 
ning, and effectively reinforced his own 
Position in the intellectual and polemical 
debates of the time." Viz Cernuschi, Body 
and Soul (pozn. 29), s. 62-63. 



33 Viz Kokoschka (pozn. 3), s. 69-70. 

34 „Deliberately rejecting the sinuous line, 
decorative patterning, and flattened sur- 
face characteristics of the once-radical but 
now stylish Secession style, Kokoschka 
opted for its opposite: an art of physi- 
cal immediacy, visual distortion and Phy- 
siognomie exaggeration." Viz Cernuschi, 
Body and Soul (pozn. 29), s. 59. 

35 Klaus Albrecht Schröder, Egon Schiele: Eros 
und Passion, Munich-New York, 1995, s. 74. 

36 Viz Kokoschka (pozn. 3), s. 57n. 

37 K vlivu Schopenhauerova uceni v souvis- 
losti s plastikou podrobne viz Cernuschi, 
Body and Soul (pozn. 29), s. 73n. 

38 Viz Kokoschka (pozn. 3), s. 47. 

39 K tomu viz Cernuschi, Body and Soul 
(pozn. 29), s. 56-87, zde zejmena 56-62. 
Cernuschi se domnivä, ze Loos byl 

ve svych teoretickych pfedpokladech, spo- 
jujicich zälibu v ornamentu u „divochü" 
a zlocincü, ovlivnen dobovou krimino- 
logickou teorii: „It may be significant to 
mention that Loos' equation of Ornament 
and crime may have been borrowed from 
Italian criminologist Cesare Lombroso, 
who argued, that born criminals posses- 
sed both nervous Systems and bodily fra- 
mes that resembled those of savages. This 
also explained, in his wiew, their predi- 
lection for tattoos, a tendency to deco- 
rate the body, that has 'fallen into disuse 
among the higher classes and only exist 
among sailors, soldiers, peasants and 
workmen'." Ibidem, s. 83, pozn. 7. 

40 Ludwig Wittgenstein, Tractatus logico-phi- 
losophicus, 6. 421 (pfel. Petr Glombicek), 
Praha 2007. K tomu rovnez viz Cernuschi, 
Body and Soul (pozn. 29), s. 56. 

41 Wittgenstein (pozn. 40), 2. 151; 2. 1511. 

42 Loos (pozn. 26), s. 256. 

43 Sve odlisne postoje a pojeti vytvarne 
präce i vyuky na Umeleckoprümyslove 
skole formuloval Kokoschka v rozhovoru 
s Ludwigem Goldscheiderem, Kokoschka 
by Ludwig Goldscheider in collaboration with 
the Artist, London 1963, s. 7-10. 

44 Adolf Loos, Zatrafme heslo: zdät se a ne- 
byt!, in: idem, Reci do präzdna. Soubor 
statt o architektufe, bydleni, üstroji ajinych 
praktickych vecech, ktere uspofädal Bohumil 
Markalous, Kutnä Hora 2001, s. 86-90. 



Püvodne vyslo v tydeniku Die Zeit ve Vidni 
18. prosince 1897. 

45 Viz Cernuschi, Body and Soul 
(pozn. 29), s. 58. 

46 Viz Kokoschka (pozn. 3), s. 47. 

47 „If Loos' purpose was to expose the truth 
of building materials, the economic and 
ethical simplicity of pure form beneath 
the wasteful and decadent facade of deco- 
rative Ornament, Kokoschka analogously 
believed that, beneath the superficial la- 
yers of skin, the 'reality' of humanity could 
also be revealed." Viz Cernuschi, Body and 
Soul (pozn. 29), s. 65. 

48 „In typical Loosian fashion, then, 
Kokoschka associates his own artistic pro- 
duetion with a philosophy of truth - a phi- 
losophy that, also in typical Loosian fa- 
shion, has (...) multiple components: ma- 
terial, biological, epistemological, psycho- 
logical, as well as ethical. Given that their 
theoretical strategies are similar, it may 
hence be proposed that any attempt to ad- 
dress the issues raised by Kokoschka's 
portraiture, or to draw connections 
between his world view and that od Loos, 
benefits from using Loos's critique of Or- 
nament as a kind of exegetical template. 
In this manner, not only can Kokoschka's 
own interpretive assumptions be clari- 
fied, but, no less importantly, the ways by 
which Loos construed Kokoschka's work 
as reinforcing his own polemical stan- 
ces could also emerge in sharper relief." 
Ibidem, s. 64. 

49 „All the Symbols of ornamental accesory 
were pressed into the servise ofa philoso- 
phy of indirect profit. The annexation of 
past honors and the new autonomy of this 
rhetorical vehicle - i. e., arrogance - pro- 
gressed to the inevitable historical po- 
int, where self-awareness cried out for re- 
flection, a point that is usually identi- 
fied as the birth of modern art in Vienna." 
Thomas Trümmer, „A Sea ringed About 
with Visions": On Cryptotheology and 
Philosophy of Life in Kokoschka's Portraits, 
in: Natter (pozn. 1), s. 37-42, zde s. 37. 

50 Viz Kokoschka (pozn. 3), s. 59. 

51 „Loos prosadil, abych slouzil u kavale- 

rie, tedy tarn, kde jsem se mohl spoleh- w 
nout na kone. (...) Muzskä pfätelstvi jsou vi 



skutecne necim spolehlivym: Adolf Loos, 
s nimz jsem se behem let sveho pomeru 
s Almou Mahlerovou nestykal, udelal, co 
bylo v jeho siläch, abych ve välce pfezil." 
Ibidem, s. 131. 

52 Ibidem, s. 52. 

53 Cit. die Remigius Natzer, Pfedmluva, in: 
Kokoschka (pozn. 3), s. 13. 

54 „Necitil jsem se dobfe, a kdyz jsme proho- 
dili pär slov o tom ci onom, chystal jsem se 
k odchodu. Avsak Loos, navzdory sve ne- 
moci, mne zadrzel silou, jiz se nedalo odo- 
lat, a v roztrhanem pyjama se zvedl z po- 
stele, protfepal spinavou deku a vytähl 
zpod ni k memu zhnuseni obrovskeho 
humra nasäkleho rajskou sfävou. Homard 
ä l'americane bylo jeho oblibene jidlo. 

Z odfiznuteho klepeta obral maso jako 
zkuseny gurmän a cpal mi je do tist. S odu- 
sevnelym pohledem ze svych zdravych casü 
mne pak poucoval: .Rakusane prohräli 
välku, protoze misto plodü mofe jedi jen 
knedliky, strüdl a dorty.'" Ibidem, s. 84. 

55 K zäkladni literatufe patfi velke kata- 
logy a monografie umelce: Hans Maria 
Wingler, Oskar Kokoschka. Das Werk des 
Malers, Salzburg 1956, zde text s. 34-37, 
kat. s. 293-299; Edith Hoffman, 
Kokoschka: Life and Work, London, 
1943; Spielmann (pozn. 20). Däle Fritz 
Schmalenbach, Kunsthistorische Studien: 
Grundlinien des Früheexpressionismus, Basel 
1941; Fritz Schmalenbach, JVeue Studien 
über Malerei des 19. und 20. Jahrhunderts, 
Bern, 1955, zde s. 40-55; rane ob- 

dobi Kokoschkova dfla dükladne zpra- 
coval Schweiger, Der junge Kokoschka 
(pozn. 16), jeho problematiku vcetne ana- 
lyzy portretni tvorby vyborne charakteri- 
zoval a kontextualizoval Carl E. Schorske, 
Fin de siede Vienna, Politics and Culture, 
New York 1981, cesky Videh na pfelomu sto- 
leti (pozn. 13). Samostatne se rane por- 
tretni tvorbe Oskara Kokoschky venuje 
katalog k stejnojmenne vystave, kterä 
probehla v roce 2002 v Neue Galerie 
New York (15. bfezna-10. cervna) 
a pote v Hamburger Kunsthalle (5. cer- 
vence-29. zäfi): Natter (pozn. 1). 
Kokoschka se ke sve rane portretni tvorbe 
opakovane vyslovuje ve sve biografii, viz 
Kokoschka (pozn. 3). 



56 K prvnim Kokoschkovym sberatelüm viz 
Werner J. Schweiger, „Your love affair 
with my Paintings": Oskar Kokoschka and 
his Early Viennese Collectors, in: Natter 
(pozn. 1), s. 61-66. 

57 Viz Kokoschka (pozn. 3), s. 66. 

58 „Ich versprach ihm dasselbe Einkommen, 
wenn er die Wiener Werkstätte verlasse, 
und suchte Aufträge für ihn. Ich schic- 
kte ihn zu meiner kranken Frau in die 
Schweiz (Leysin) und bat den in der 
Nachbarschaft wohnenden Professor Forel 
sich von K. porträtieren zu lassen..." Adolf 
Loos, Brief an Gustav F. Hartlaub, Prag, 

5. Jänner 1931, in: Oskar Kokoschka, Das 
gesammelte Werk (kat. vyst.), Städtische 
Kunsthalle Mannheim, 1931, s. 2-3. 

59 „Seine Förderer täten gut daran, ihn dem 
verwirrenden Einfluss von Öffentlichkeit 
zu entziehen, und ihn, fern von einer 

zu exklusiven Stillströmung, von zu en- 
thusiastischen Freunden in ein anderes 
Kunstmilieu zu versetzen. Es wäre schade, 
diese Veranlagung durch falsch angewen- 
dete Förderung verkümmern zu lassen." 
Berta Zuckerkandl, „Die Kunstschau", 
Wiener Allgemeine Zeitung, 6. Mai, 1909, 
cit. die Schweiger, Der junge Kokoschka 
(pozn. 16), s. 83. 

60 Tobias G. Natter, „Portraits of Characters, 
Not Portraits of Faces": An Introduction 
to Kokoschka's Early Portraits, in: Natter 
(pozn. 1), s. 89. 

61 Viz Kokoschka (pozn. 3), s. 87. 

62 Ibidem, s. 88. 

63 Werner Schweiger uvädi, ze v letech 
1909-1910 tak vlastnil Loos na tficet 
Kokoschkovych obrazü, vetsina z nich byly 
portrety Loosovych klientü. Viz Schweiger, 
„Your love affair with my Paintings" 
(pozn. 56), s. 61. 

64 „Ich habe ihm die ersten Aufträge vers- 
chafft, immer unter der Garantie, sie selbst 
zu übernehmen, wenn der Besteller ande- 
ren Sinnes Wird... So habe ich damals viele 
Bilder erworben, die ich heute an Galerien 
verkaufe... Diese drei wirklich wertvol- 
len Menschen (Altenberg, Kokoschka, 
Schönberg) habe ich davor bewahrt, ver- 
hungern zu müssen..." Adolf Loos über se- 
ine Einstellung zu Künstlern und Kindern 
Ein Gesprach mit den Architekten, in: 



JVeue Freie Presse, Wien, 9. September 1928, 
s. 10-11, zde s. 10. Cit. die Schweiger, Der 
junge Kokoschka (pozn. 16), s. 117. 

65 Viz Kokoschka (pozn. 3), s. 67. 

66 Emil Szittya, Das Kuriositäten- 
Kabinett..., Konstanz, 1923, s. 289. Cit. 
die: Schweiger, Der junge Kokoschka 
(pozn. 16), s. 117. 

67 Viz Kokoschka (pozn. 3), s. 74. 

68 Werner Schweiger jmenuje na strane 
pfätel tyto portretovane osoby: Lotte 
Franzos, Peter Altenberg, Ludwig Ritter 
von Janikowski, Karl Kraus, Adolf Loos 
a jeho druzka Bessie Bruce. Na strane 
klientü: Martha Hirsch, Ernst Ebenstein, 
Alfred Sobotka, Richard Stein, Laura 
Beer, Leopold Goldmann, Elisabeth 
Reitler. Ke jmenovanym je nutno pfipojit 
Willyho Hirsche. Viz Schweiger, Der junge 
Kokoschka (pozn. 16), s. 118. 

69 K tomu viz kapitola „Smi byt v moder- 
nim byte take nejaky obraz?", in: Lubomir 
Slavicek, „Sobe, umeni, pfätelüm". Kapitoly 
z dejin sberatelstviv Cechäch a na Morave 
1650-1939, Brno 2007, s. 221-232. 

70 „Das haus hat allen zu gefallen. Zum un- 
terschiede vom kunstwerk, das nieman- 
dem zu gefallen hat. Das kunstwerk ist 
eine Privatangelegenheit des künstlers. 
Das haus ist es nicht. Das kunstwerk wird 
in die weit gesetzt, ohne daß ein bedürf- 
nis dafür vorhanden wäre. Das haus deckt 
ein bedürfnis. Das kunstwerk ist nieman- 
dem verantwortlich, das haus einem je- 
den. Das kunstwerk will die menschen aus 
ihrer bequemlichkeit reißen. Das haus hat 
derbequemlichkeit zu dienen. Das kun- 
stwerk ist revolutionär, das haus konser- 
vativ. Das kunstwerk weist der menschheit 
neue wege und denkt an die zukunft. Das 
haus denkt an die gegenwart." Adolf Loos, 
Architektur (1909), in: Loos (pozn. 26), 

s. 107. 

71 „So hätte also das haus nichts mit kunst 
zu tun und wäre die architektur nicht un- 
ter die künste einzureihen? Es ist so. 
Nur ein ganz kleiner teil der arcvhitektur 
gehört der kunst an: das grabmal und das 
denkmal. Alles andere, was einem zweck 
dient, ist aus dem reiche der kunst auszu- 
schließen." Ibidem. w 

o 

72 Adolf Loos, O umeni a architektufe, jez ob 



je femeslo, in: idem (pozn. 44), s. 53-57, 
zde s. 57. Clänek byl otisten pod näzvem 
Umeni a architektura v revue Stavitel-Byt 
v roce 1926. 

73 Viz Kokoschka (pozn. 3), s. 64. 

74 K tomu viz Carl E. Schorske, „Artist of 
Angst: Oskar Kokoschka (1886-1980)", 
in: New York Review of Books, January 15, 
1987, s. 20-22, zde s. 20. 

75 Viz Kokoschka (pozn. 3), s. 64-65. 
Zidovske prostfedi bylo intelektuälne- 
umeleckym kruhüm kolem Loose a Karla 
Krause neobycejne blizke. Kokoschka 
vzpominä na caste nävstevy Jiddisches 
Theater v Leopoldstadtu v doprovodu 
techto dvou osobnosti: „Byla to nezapo- 
menutelnä pfedstaveni, jez se vyznacovala 
originalitou a fantazii, kusy, v jejichz vy- 
jevech vystupovala lidskä komicnost hned 
vedle pateticke vznesenosti. (...) Zvlästni 
atrakci byla pfedstaveni Shakespearovych 
her, v zäsade travestie s hudebnimi vloz- 
kami, pisnemi a songy. Hamleta vidim 
pfed sebou dodnes, stejne jako prsatou, 
tlustou Ofelii s mazlivym, pfimo od srdce 
vychäzejicim hlasem, kterä zpivala svou 
ärii na rozloucenou, zatimco vzneseny 
princ dänsky plul lodi do Anglie a lod', 

df evenou detskou hracku, tähl za se- 
bou na dlouhe snüfe po prknech. (...) 
Zidovsky humor byl tak pf ehnany, ze clo- 
vek nevedel, mä-li se smät nebo plakat. 
(...) Byla to chasidskä extäze, üplne sebe- 
zapomneni..." Ibidem, s. 83. 

76 S plzenskou rodinou nemä patrne nie spo- 
lecneho Vater Hirsch, umelecky vyznamny 
van goghovsky portret, rovnez z roku 
1909. Jednalo se o otee Kokoschkova vel- 
keho pfitele, herce Ernsta Reinholda 
(umelecky Pseudonym), hlavniho hrdiny 
ve hfe Vrah, nadeje zen pfi jejim skandäl- 
nim provedeni na letni scene Kunstschau 
1909. 

77 „Adolfu Loosovi se obeas podafilo pfemlu- 
vit toho ci onoho znämeho, napfiklad ne- 
ktereho ze zadavatelü, pro nez zafizo- 
val byt nebo mel stavet vilu (...), aby se 
ode mne nechal malovat." Viz Kokoschka 
(pozn. 3), s. 64. 

78 „Kokoschka's early portraits laid the foun- 
dations of his reputation. These works, 
which made him a leading figure of 



Expressionism, are often seen as his most 
significant contribution to European mo- 
dernism." Viz Tobias G. Natter, „Portraits 
of Characters, Not Portraits of Faces" 
(pozn. 60), s. 88. 

79 Viz Kokoschka (pozn. 3), s. 73. 

80 „Misto abych jel do Vidne za Adolfem 
Loosem, ktery mi tak dlouho nahrazoval 
svobodnou vüli, sei jsem na nädrazi a kou- 
pil si jizdenku do Berlina.Timto rozhod- 
nutim jsem se stal svobodnym muzem." 
Ibidem, s. 94. 

81 „Lieber Loos, ich kann, leider, aus Berlin 
nicht weg. Schlieper reichte für Miete 
und 1 Woche, ein zweites Portrait wurde 
nicht bezahlt, weil es nicht gefiel. Ich 
habe in den letzten Tagen 4 Bilder ge- 
macht und werde jetzt von grinsenden 
Menschenköpfen schon fast verfolgt, 

so dass mir die ganze Portraitmalerei in 
den Hals zuwider ist. Meine herzlichs- 
ten freundschaftlichsten Grüße Ihnen und 
K. K. Ihr O Kokoschka." An Adolf Loos, 
Berlin, 23. 12. 1910, in: Olda Kokoschka - 
Heinz Spielmann (eds.), Oskar Kokoschka, 
Briefe 1, 1905-1919, Düsseid orf 1984, 
s. 14-15. Zminenymi ctyfmi obrazy byly 
pravdepodobne portrety Petera Bauma, 
Hugo Cara, Rudolfa Blümnera a Tilly 
Durieux. Viz ibidem, s. 329. Za laskavou 
pomoc s pfekladem dekuji Edite Kotorove. 

82 Viz Kokoschka (pozn. 3), s. 66. 

83 Henri Bergson, Vyvoj tvofivy (pfel. 
Ferdinand Pelikan - Frantisek Zäkavec) , 
Praha 1919, s. 326. 

84 Viz Kokoschka (pozn. 3), s. 249. 

85 „Aby nase vedomi spadalo v jedno s necim 
ze sveho prineipu, bylo by tfeba, aby se 
oprostilo od zcela udelaneho a pfimklo se 
k delajicimu se. Bylo by tfeba, aby schop- 
nost zf eni, tocis se a kroutic kol sebe 
same, tvofila jiz jen jedno s aktem chteni." 
Viz Bergson (pozn. 83), s. 323. 

86 Srov. Bergsonüv vyklad: „Intelekt usi- 
luje vzdy o rekonstituci, a to o rekonsti- 
tuci z daneho, nechävä uniknoutto, co 
jest v kazde chvili jistych dejin noveho. 
Nepfipousti nepfedvidatelneho. Odmitä 
vsechno tvofeni." Avsak „bez ustäni tryskä 
neco noveho, (...) rodi se se forma, o mi 
lze ovsem fici, jakmile uz tu jest, ze je 
ücinkem urcenym svymi pficinami, o niz 



vsak bylo nemozno poklädati za pf edvi- 
däno eim bude, jezto zde pficiny (...) zte- 
lesnily se zäroven s ücinkem, jsouce jim 
präve tak urcoväny, jako jej samy ureuji." 
Ibidem, s. 226. 

87 Lotte Franzos byla znalkyni umeni a sbe- 
ratelkou. Jeji portret vznikl jako je- 
den z prvnich v serii portretü namalova- 
nych mezi letem 1908 a podzimem 1909. 
Wingler, Oskar Kokoschka (pozn. 55), 

c. kat. 11, s. 294. 

88 Ve smyslu: „...ze nikdo jiny nez Vy ne- 
müze lepe vedet, jakä jste." Za laska- 
vou pomoc s pfekladem dekuji Edite 
Kotorove. 

89 An Lotte Franzos, Leysin Sanfatorium] 
Montblanc, 28. 1. 10, in: Kokoschka - 
Spielmann (pozn. 81), s. 11. 

90 Kokoschka pfednäsku cetl z rukopisu, 
ktery zapüjcil jednomu z posluchaeü, 
Bertholdu Viertelovi, ten jej vsak ztra- 
til, proto ji pozdeji zapsal znovu pod nä- 
zvem O povaze videni (Von der Natur der 
Gesichte). Viz Kokoschka (pozn. 3), s. 103. 
Näzory, ktere zde pfednesl, byly pro neho 
sameho necim hluboce defmujicim, a ob- 
tiznä srozumitelnost textu je zde nutnym 
rysem vyplyvajicim z poznäni, jehoz po- 
vaha byla vskutku spise intuitivni, nez 
analytickä: „Na tom, co jsem tehdy fekl 
nepfipravenym lidem ve Vidni „o vedomi 
vize", bych ani dnes nemenil ani slovo." 
Ibidem. 

91 „Das Bewußtsein der Gesichte ist kein 
Zustand, in welchem man die Dinge er- 
kennt oder einsieht, sondern ein Stand 
desselben, an dem es sich selbst er- 
lebt." Oskar Kokoschka, Von der Natur 
der Gesichte (Vortrag 1912), in: Wingler, 
Oskar Kokoschka. Schriften (pozn. 24), 

s. 337. Slovo Gesichte je klicovym pojmem 
üvahy. Der Gesichte tvofi pluräl slova, 
jez v beznem vyznamu oznacuje tväf . 
Kokoschka je vsak uzil ve starsim, vyzna- 
move rozsifenejsim smyslu, ktery odpo- 
vidä pojmu pfedstavy, videni ve smyslu la- 
tinskeho visio. Viz Trümmer (pozn. 49), 
s. 41. Karl E. Schorske uvädi: „Nemecke 
slovo Gesicht oznacuje jak „pfedstavu" ci 
„obraz", tak „podobu" ci „tväf", eimz po- 
stihuje subjektivni i objektivni stränku vi- £J 
zuälniho vnimäni. Tento dvoji vyznam «o 



je üstfednim bodem Kokoschkova po- 
jeti umelcova vedomi." Viz Schorske 
(pozn. 13), s. 323. 

92 Viz Kokoschka (pozn. 3), s. 107. 

93 „The image is no longer understood as 

a likeness, but as imprint and track. Ulis 
is a radical reinterpretation, necessita- 
ting the initiation of an unusual discourse 
about art." Viz Trümmer (pozn. 49), s. 38. 

94 Oskar Kokoschka, Von der Natur der 
Gesichte (Vortrag 1912), in: Wingler, Oskar 
Kokoschka. Schriften (pozn. 24), s. 338. 

95 Ibidem, s. 337-341. Pozdeji, patrne v roce 
1919, jeste vznikla staf Vom Bewusstsein 
der Gesichte (Vorrede zum »Orbis pic- 
tus«), ibidem, s. 342-352. 

96 „Kokoschka, dem die Anschauung mehr 
galt als alle intellektuelle Anleitung, 
sah mit den Augen der Kinder in ihren 
Zeichnungen eine für Erwachsene nicht 
mehr existierende Welt. Diese übertrug 
er in seine Karten und Drucksachen mit 
dem Einfühlungsvermögen des künftigen 
Porträtisten." Viz Spielmann (pozn. 20), 
s. 37. Kokoschkovy schopnosti mohl 

v tomto smeru pomoci rozvinout i vzpomi- 
nany vliv üzeka a jeho pozornosti veno- 
vane detskemu umeni. 

97 K tomu viz Cernuschi, Body and Soul 
(pozn. 29), s. 67. 

98 „...in an attempt to liberate the inner seif 
from the encumbrance of the fleshy sur- 
face (...) a tearing away of the surface of 
an individual to expose the raw psyche be- 
neath." Henry Schvey, Oskar Kokoschka: 
The painter as Playwright, Detroit, 1982, 
s, 27n., cit. die Cernuschi, Body and Soul 
(pozn. 29), s. 67. 

99 Jako na rentgenogram sui generis se 

na portrety dival Adolf Loos, jak vzpominä 
Kokoschka v souvislosti s portretem profe- 
sora Forela. Viz Kokoschka (pozn. 3), s. 88. 

100 Viz Wingler, Oskar Kokoschka (pozn. 55), 
s. 34-37. 

101 Ibidem, s. 37. 

102 Viz Kokoschka (pozn. 3), s. 223. 

103 Na jejim zäklade formuloval o mnoho 
let pozdeji vlastni pojeti vytvarneho 
vzdeläväni na mezinärodni „Skole videni", 
kterou s podporou obchodnika s umenim 
Friedricha Welze a zemskeho hejt- 
mana Josefa Klause otevfel v roce 1953 



v Salzburgu. Viz Kokoschka (pozn. 3), 
s. 249nn. Vzdelävaci pfistup vychäzel 
z pfesvedceni, ze kazdy se „müze znovu 
naucit videt a znäzornit viditelne, jak vy- 
plyvä z vychovne metody Jana Amose 
Komenskeho a jeho Orbis pictus." Ibidem, 
s. 251. 

104 Viz Cernuschi, Body and Soul (pozn. 29), 
s. 65. 

105 Viz Cernuschi, Body and Soul (pozn. 29), 
s. 67. V Kokoschkovych ranych portretech 
nepochybne zaznamenäväme skutecnou 
fascinaci moznostmi interakci mezi telem 
a psychou. Jak ale poznamenävä Patrick 
Werkner, „this fascination must, however, 
be seen in the context of a combined inte- 
rest, characteristic of the period, in occult 
visualizations and in new scientific Obser- 
vation procedures, such as X-rays; these 
ostensibly disparate elements together 
formed a creative ferment that must not 
be ignored." Patrick Werkner, Gestures 

in Oskar Kokoschka's Early Portraits, in: 
Natter (pozn. 1), s. 31-36, zde s. 34. 

1 06 Marcel Proust, Hledäm ztraceniho casu 
V. Uveznenä (pf el. Jif i Pechar) , 
Praha 1985, s. 27. 

107 Hans Arp, O kresbäch z Kokoschkovy 
mapy, 1913, in: Kundera (pozn. 24), s. 53. 

1 08 Werner Hofmann, Gustav Klimt und die 
Wiener Jahrhundertwende, Salzburg 1970, 
s. 18. Cit. die Susanna Partschovä, Klimt. 
Zivota düo, München-Praha 2002, s. 242. 

109 Kokoschka's radical innovation consisted 
in freeing the presence of his sitters from 
the shell of decadent narcissism..." Viz 
Trümmer (pozn. 49), s. 38. 

110 Viden se s dilem obou umelcü seznämila 
nedlouho pfed tim na samostatnych vysta- 
väch v Galerii Miethke. Vystava Vincenta 
van Gogha se uskutecnila v lednu 1906, vy- 
stava Paula Gauguina v bfeznu 1907. 

111 Viz Kokoschka (pozn. 3), s. 48. 

112 Ibidem, s. 50. 

113 Schopenhauer a Nietzsche spatfovali 

v mytu prostf edek, jimz lze do evropske tra- 
dice znovu uvest tema pudovych, iracionäl- 
nich a chtönickych sil. Halucinoidni narati- 
vita mytu je sto vyjädf it obsahy, ktere jsou 
abstraktivnimu pojmovemu mysleni nedo- 
stupne. Diskurz mytu soucasne intelektu- 
älne sblizil filosofii a umeni. Viz Cernuschi, 



Pseudo-Science (pozn. 18), s. 129. 

114 K teto problematice podrobne viz ibidem, 
s. 128-132. 

115 Marcel Proust, Hledäm ztraceniho casu 
IV. Sodoma a Gomora (pfel. Jifi Pechar), 
Praha 1983, s. 420. 

116 Viz Kokoschka (pozn. 3), s. 54-55. 

117 Ibidem. Divadeini hru Mörder, Hoffnung 
der Frauen venoval autor „Dem treuen 
Freunde Adolf Loos". Viz Wingler, Oskar 
Kokoschka. Schriften (pozn. 24), s. 139 

118 K teto problematice podrobne viz 
Cernuschi, Pseudo-Science (pozn. 18), 
s. 128-132. 

119 Viz Liebermanns Gegner, Die Neue 
Secession in Berlin und der Expressionismus 
(kat. vyst.), Berlin-Schleswig, 2011, s. 22, 
obr. 7, 8, 11 a s. 104-105. 

120 Hans Arp, O kresbäch z Kokoschkovy 
mapy, 1913, in: Kundera (pozn. 24), s. 53. 

121 Viz Schvey (pozn. 98), s. 116nn., cit. die 
Cernuschi, Body and Soul (pozn. 29), 

s. 70: „[In] the face of a man or woman 
I saw the death already. I always see the 
death." 

122 „For the artist, therefore, discerning the 
'truth' of an individual was inseparable 
from stressing the inevitable fact of their 
mortality." Ibidem, s. 70 

123 Ibidem, s. 69-72. 

124 Podrobne viz ibidem, s. 70-72. 

125 Wassily Kandinsky, O duchovnosti v umeni, 
Praha 1998, s. 72-73. Pozadi portretu byvä 
oprävnene spojoväno s vlivem Edvarda 
Muncha, jehoz dila byla rovnez vystavena 
nedlouho pfed jeho vznikem na druhe vi- 
denske Kunstschau. 

126 Paul Westheim, „Oskar Kokoschka", in: 
Das Kunstblatt I, c. 10, 1917, s. 289-304. 

127 „Malovat jej, pfiblizit se tak vyznamnemu 
cloveku a umelci byl zäzitek", vzpominal 
Kokoschka. Viz Kokoschka (pozn. 3), s. 67. 

128 Viz Shapira (pozn. 1), s. 55. 

129 Viz poznämka 75 zde. 

130 Viz Shapira (pozn. 1), s. 55. 

131 Ibidem, s. 56. 

132 To je pekny vyraz Fritze Schmalenbacha, 
Kokoschkas malerische Entwicklung, in: 
idem, Neuen Studien über Malerei des 19. 
und 20. Jahrhunderts, Bern 1955, s. 41. 

133 Viz Shapira (pozn. 1), s. 56. w 

134 Svoji vzpominku zaslal Will Semler o 



v e-mailove korespondenci Petru 
Domanickemu (doruceno 26. cervence 
2011). 

135 Oskar Kokoschka, Snici chlapci, in: 
Kundera (pozn. 24), s. 36-39, zde s. 37. 

136 Hrdinka bäsne Snici chlapci, „ve sku- 
tecnosti mladä Svedka jmenem 
Lilith", s niz se Kokoschka poznal 
na Umeleckoprümyslove skole. Viz 
Kokoschka (pozn. 3), s. 46. 

137 „Dann: ,eine unglückliche Frau', bleich, 
nervious, abgehärmt, mit dämonischen 
Kuhaugen von depressiver Geschlitztheit." 
Kurt Hiller, Oskar Kokoschka, Der Sturm 
1, 1910, 3. März, s. 150n. 

138 Viz Spielmann (pozn. 20), s. 88. 

139 Erhard Stöbe, Die Praxis des Koloristen 
Oskar Kokoschka, in: Gerbert Frodl- 
Tobias G. Natter (eds.), Oskar Kokoschka 
und der frühe Expressionismus, Wien 1997, 
s. 101-111, zde s. 104. 

140 Kokoschka byl s Schielem srovnävän, je- 
jich obrazy visely vedle sebe na dru- 
hem Kunstschau. Oba rakousti expresi- 
oniste, transformujici tvaroslovi secesni 
kresby do zvnitfnujici vyrazove struktury, 
se vteto fäzi stylove pfiblizili, avsak je- 
jich naturel a vytvarny svet byl odlisny: 
Schieleho charakterizuje telesnost a ero- 
ticke napeti, u Kokoschky sublimuje fy- 
zicky zjev do zjitfene introspektivni 
Psychologie postavy. K Schielemu fekl 
Kokoschka: „The point was always made 
that his linear style derived from Klimt, 
yet his drawings were time and again com- 
pared with me, as though there were even 
the slightest resemblence." Goldscheider 
(pozn. 43), s. 9. 

141 „Gesty, jimiz Kokoschka obdafil sve mo- 
dely, dokäzal pfedevsim vytvofit napeti. 
Jejich paze a ruce se casto kfizi jako ka- 
näly energie, charakterizujici portretov- 
nou osobu." Werkner (pozn. 105), s. 34. 

142 Oskar Kokoschka, Snici chlapci, in: 
Kundera (pozn. 24), s. 36-39, zde s. 38n. 

143 Viz Kokoschka (pozn. 3), s. 236. 

144 Ibidem, s. 123. 

145 "There was an intriguing side of her. She 
was a master of sophisticated conversation 
but any letters were the opposite. They 
were both primitive in content and word- 
ing. Strange!" Will Semler, viz pozn. 134. 



146 „Hodne mi zälezi na tom, abych zachy- 
til duchovni vyraz. Maluji to, co mi utkvi 
v pameti, af uz je to lesk oci v neci tväfi, 
mala zmena vyrazu, prozrazujici vnitf ni 
pohyb... (...) Proto jsem take schopen 
malovat jen portrety lidi, ktefi mi pfi- 

sli necim pozoruhodni..." Viz Kokoschka 
(pozn. 3), s. 239-240. 

147 Dopis Else Kupferove Oskaru 
Kokoschkovi, 4. bfezen 1951. Dopis je ci- 
tovän in: Johann Winkler - Katharina 
Erling, Oskar Kokoschka. Die Gemälde 
1906-1929, Salzburg 1995, s. 34. 

148 Martha Hirsch (Mit Ballon). „Das neue 
Bildnis von Frau Hirsch (...) entstand 1935 
in Prag (Auskunft des Künstlers)." Viz 
Wingler, Oskar Kokoschka (pozn. 55), c. kat. 
294, s. 325. Dilo je cernobile reproduko- 
väno in: Natter (pozn. 1), s. 106. Obraz se 
nachäzel v soukrome sbirce v Sydney, dnes 
je v neznämych rukou ve Spojenych stä- 
tech. Za tuto laskavou informaci dekuji 
pani Janet Beck-Wilson. 

149 Viz Shapira (pozn. 1), s. 56. 

1 50 Kaiman Kemeny (1896-1994) se naro- 
dil v Madärsku, studoval na Akademii 
v Budapesti a portret na videnske 
Akademii. Za I. svetove välky byl välecnym 
umelcem. Na konci dvacätych let pfi- 

sel do Plzne, v roce 1929 se stal clenem 
Sdruzeni zäpadoceskych vytvarnych 
umelcü v Plzni. Ve Sdruzeni püsobil az 
do roku 1936, kdy se vydal na cesty po zä- 
padni Evrope a usadil se v Londyne. Zde se 
stal clenem Ben Uri Art Society a prosadil 
se jako portretista. 

151 Viz Petr Jindra, Sdruzeni zäpadoceskych 
vytvarnych umelcü v Plzni 1925-1951, in: 
idem (ed.) , Umeni ceskeho zäpadu. Sdruzeni 
zäpadoceskych vytvarnych umelcü v Plzni 
1925-1951, s. 37, 38, 42, 43, 46. 

152 Ke Karlu Lhotovi viz staf Petra 
Domanickeho zde. 

153 Za informaci o existenci Kemenyho por- 
tretu Marthy Hirschove dekuji Vladimiru 
Lekesovi. 



Notes 



1 "It is not clear if Kokoschka painted the 1 1 
couple in Vienna or in Pilsen, but it was 

most likely in Pilsen." Elana Shapira, 
The Pioneers: Loos, Kokoschka and Their 
Shared Clients, in: Tobias G. Natter (ed.), 
Oskar Kokoschka. Early portraits from Vienna 
and Berlin 1909-1914, New York-Cologne 
2002, pp. 50-60, here p. 60, note 69. 

2 The portrait of Willy Hirsch appeared at 
the German art market in 1920s; in 1932, 
the painting was acquired by Dresden 
Bank, which sold it to the State of Prussia 
in 1935. A year later, they transferred the 
ownership of the painting to the National 
Gallery in Berlin (Nationalgalerie, 
Staatliche Museen zu Berlin) , where it has 
remained tili the present day. See Tobias 
G. Natter, Portraits, in: ibid., p. 104, where 
relevant sources are listed. The portrait 

of Martha Hirsch is now owned by Neue 
Galerie in New York (Serge Sabarsky col- 
lection, New York). 12 

3 Oskar Kokoschka, My !i/e, London 1974, 13 
p. 21. 

4 See Shapira (note 1), p. 55. 

5 Ibid., p. 60, note 63. 

6 For more on the interest in the Japanese 

wood carving in Bohemia during the fin- 14 

de-siecle period, see for example Filip 

Suchomel, Asie a Katolickä moderna (Asia 15 

and Catholic Modernism) , in: Roman 

Musil - Ales Filip (eds.), Zajatci hvezd 

a snü {The Captives of Stars and Dreams) , 16 

Praha 2000, pp. 365-383. 

7 For the information about the family and 
family relations, I thank Petr Domanicky. 
For more detailed information on the 

Hirsch family, see his essay here. The fam- 17 
ily relation between the family of Wilhelm 18 
Hirsch and Alfred Kraus mediated by Rosa 
Hirsch is also mentioned by Elana Shapira 
(note 1), p. 52. 

8 Georg Trakl, Karl Kraus, in: Georg 
Trakl, Sebestiän ve snu (German origi- 
nal Sebastian im Traum, Czech translation 19 
by Ludvik Kundera) , Tfebic 1995, p. 165. 20 
Compare the title of the Kokoschka's ini- 
tiation expressionist plastic, The Warrior, 
below. 

9 More in Shapira (note 1), p. 52, where rel- 
evant sources are listed. 

10 Ibid. 



The model Loos wanted to introduce to 
Central Europe was the American and es- 
pecially the English lifestyle and culture: 
"Auch glaube ich, in den 24 heften dieses 
jähr - ganges alles sagen zu können, was 
ich zu sagen habe. Zweck der Zeitschrift 
ist, mir meine berufsarbeit zu erleichtern. 
Ich richte nämlich Wohnungen ein. Das 
kann ich nur für leute, die abendländische 
kultur besitzen. Ich war so glücklich, drei 
jähre in Amerika zu leben und westliche 
kulturformen kennen zu lernen. Da ich 
von deren Überlegenheit überzeugt bin, 
halte ich es für charakterlos, auf das öster- 
reichische niveau - subjektiv gesprochen 
- herabzusteigen. Das führt zu kämpfen. 
Und in diesen kämpfen stehe ich einsam 
da." Adolf Loos: Das Andere. Ein Blatt zur 
Einführung der abendländischen Kultur in 
Österreich. Ankündigung, in: Die Zukunft, 
Berlin, 30. 1. 1904, p. 85. 
See Kokoschka (note 3), p. 38. 
Translated from: Carl E. Schorske, Viden 
na pfelomu stoleti (English original Fin-de- 
Siecle Vienna: Politics and Culture, New York 
1981. Czech translation by Jifi Svoboda), 
Brno 2000, p. 20. 

For more, see the essay by Petr Domanicky 
here. 

In 1935, Kokoschka received Czechoslovak 

citizenship that lasted tili 1947, when he 

was granted British citizenship. 

For more on the relation of Adolf Loose 

and Oskar Kokoschka, see for example: 

Werner J. Schweiger, Der junge Kokoschka. 

Leben und Werk 1904-1914, Wien-München 

1983, p. 116-123. 

See Schorske (note 13), p. 311. 

For more on the outlined issue, see Claude 

Cernuschi, Pseudo-Science and Mythic 

Misogyny: Oskar Kokoschka's Murderer, 

Hope of Woman, The Art Bulletin LXXXI, 

Issue 1, 1999, pp. 126-148, here pp. 

142-144. 

Ibid., pp. 126-148, passim. 
"Wir sind dazu verpflichtet, einem großen 
Talent die Möglichkeit der Aussprache zu 
geben. Oskar Kokoschka ist das größte 
Talent der jungen Generation. Und 
selbst wenn wir Gefahr liefen, daß unsere 
Kunstschau demoliert würde, nun, dann 
geht man eben zugrunde. Aber man hat 



seine Pflicht getan." Quoted according to 
Heinz Spielmann, Oskar Kokoschka. Leben 
und Werk, Köln 2003, p. 47. 

21 "Sie alle konzentrierten sich auf die 
'Traumtragenden' und sprachen fast kaum 
von Zeichnungen oder den Blättern zu 
den 'Träumenden Knaben', überhaupt 
nicht vom Text 'Märchenbuchs'. Diese 
großformatigen Bilder bedeuteten die ei- 
gentliche Provokation, gaben auch den 
einsichtsvollere der Kritiker Fragen auf." 
Ibid., p. 47. 

22 "Cizek was a supporter of free creative ac- 
tivity. He said that a child may show us 
the apparition of elementary creative pow- 
ers, preprimitive art, in a new territory, 

in our home land." Leopold Wolfgang 
Rochowanski, Die Wiener Jugendkunst. 
Franz Cizek und seine Pflegestätte, Wien 
1946, p. 20. Quoted according to Schorske 
(note 13), p. 312. 

23 Ibid., p. 314. 

24 "- ich bin der kreisende Werwolf - / wenn 
die Abendglocke vertönt / schleich ich 

in eure Gärten." Oskar Kokoschka, Die 
Träumenden Knaben, in: Hans Maria 
Wingler (ed.), Oskar Kokoschka. Schriften 
1907-1955, München 1956, p. 110. For the 
Czech translation, see Oskar Kokoschka, 
Snici chlapci, in: Ludvik Kundera, Haid, 
je tady vichr, vichrice (This is the Storm 
Calling), Praha 1969, pp. 36-39, here 
p. 37. 

25 "Das Enfant terrible ist hier Kokoschka. 
Da ein verfrühter Erfolg (er hat alles, was 
er ausstellt, am ersten Tage verkauft) 
schon manchem Jungen geschadet hat, ist 
es pädagogisch richtig, zu bremsen. Also 
Herr Kokoschka, Ihre Gobelinentwürfe 
sind abscheulich: Oktoberfestwiese, 
rohe Indianerkunst, ethnographisches 
Museum, verrückt gewordener Gauguin 

- was weiß ich. Und trotzdem kann ich 
mir nicht helfen: Ich habe seit Jahren 
kein interessanteres Debüt erlebt. Dieses 
Enfant terrible ist nämlich wirklich ein 
Kind, absolut kein Poseur, nein, ein gu- 
ter Junge. Er hat mir selbst mit einer 
Naivität, die gar nicht von Heute ist, den 
Sinn seiner Bilder erklärt. Und während 
ich ihm zuhörte, wie er mit ungeschickten w 
Handbewegungen seine bambinohaften m 



Worte erläuterte, sagte ich mir im stillen: 
Hier ist etwas Echtes und Frisches, etwas 
Elementares, das nach Ausdruck drängt... 
Den namen Kokoschka aber muß ich mir 
merken. Denn wer mit zweiundzwan- 
zig Jahren sich so kannibalisch gebärdet, 
kann möglicherweise mit dreißig ein sehr 
origineller, ernstzunehmender Künstler 
sein." Richard Muther, Die Kunstschau, 
in: Die Zeit, Wien, Jg. 7, 1908, Nr. 2049, 
6. Juni, pp. 1-2. Quoted according to 
Schweiger, Der junge Kokoschka (note 16), 
p. 74. 

26 Loos remembers that the paintings were 
"...clou der ausstellung und die wiener 
liefen hinein, um sich darüber den buk- 
kel voll zu lachen." Adolf Loos, Oskar 
Kokoschka, in: idem, Trotzdem. 1900- 
1930. Die Schriften von Adolf Loos in zwei 
Bänden - zweiter Band, Innsbruck 1931, 
p. 256. 

27 "Wie gerne hätte ich sie erworben, sie ge- 
hörte aber der 'wiener werkstätte'." Ibid. 

28 "Ich traf ihn im jähre 1908. Er hatte das 
plakat für die Wiener 'Kunstschau' ge- 
zeichnet. Es wurde mir gesagt, daß er ein 
angestellter der 'wiener werkstätte' sei 
und mit fächermalen, zeichnen von an- 
sichtskarten und ähnlichen, nach deut- 
scher art - kunst im dienste des kauf- 
manns -, beschäftigt werde. Mir war es 
sofort klar, daß hier eines der größten ver- 
brechen am heiligen Geist verübt wurde. 
Ich ließ Kokoschka rufen. Er kam. Was er 
jetzt mache? Er modellierte eine büste. 
(Sie war nur in seinem hirn fertig.) Die ist 
von mir angekauft. Was kostet sie? Eine 
Zigarette. Gemacht. Ich handle nie. Aber 
schließlich einigten wir uns auf fünfzig 
krönen." Ibid. 

29 Claude Cernuschi, Body and Soul: Oskar 
Kokoschka's The Warrior, Truth and the in- 
terchangeability of the physical and psy- 
chological in fin-de-siecle Vienna, Art 
History, Vol. 23, March 2000, pp. 56-87. 
The sources mentioned here: Patrick 
Werkner, Austrian Expressionism: Theform- 
ative Years, Paolo Alto, 1993, p. 80; Frank 
Whitford, Oskar Kokoschka: Alife, New 
York, 1986, pp. 30-31. 

30 See Cernuschi, Body and Soul (note 29), 
pp. 62-63. 



31 See Kokoschka (note 3), p. 35. 

32 See Cernuschi, Body and Soul (note 29), 
pp. 62-63. 

33 See Kokoschka (note 3), p. 37. 

34 "Deliberately rejecting the sinuous line, 
decorative patterning, and flattened sur- 
face characteristics of the once-radical but 
now stylish Secession style, Kokoschka 
opted for its opposite: an art of physical 
immediacy, visual distortion and physiog- 
nomic exaggeration." See Cernuschi, Body 
and Soul (note 29), p. 59. 

35 Klaus Albrecht Schröder, Egon Schiele: 
Eros und Passion, Munich-NewYork, 1995, 
p. 74. 

36 See Kokoschka (note 3), pp. 28-29. 

37 For more on the influence of 
Schopenhauer's philosophy in relation to 
the plastic, see Cernuschi, Body and Soul 
(note 29), p. 73. 

38 See Kokoschka (note 3), p. 21. 

39 For more on this see Cernuschi, Body and 
Soul (note 29), pp. 56-87, particularly 
56-62. Cernuschi believes Loos was, in 
his theoretical suppositions, connecting 
the popularity of Ornaments with 'savages' 
and criminals, influenced by the then 
criminology theory: "It may be significant 
to mention that Loos' equation of Orna- 
ment and crime may have been borrowed 
from the Italian criminologist Cesare 
Lombroso, who argued that born crimi- 
nals possessed both nervous Systems and 
bodily frames that resembled those of sav- 
ages. This also explained, in his view, their 
predilection for tattoos, a tendency to dec- 
orate the body, that has 'fallen into dis- 
use among the higher classes and only ex- 
ists among sailors, soldiers, peasants and 
workmen'." Ibid., p. 83, note 7. 

40 Ludwig Wittgenstein, Tractatus logico-phil- 
osophicus, 6. 421. For more on this also see 
Cernuschi, Body and Soul (note 29), p. 56. 

41 See Wittgenstein (note 40), 2. 151; 2. 1511. 

42 Loos (note 26), p. 256. 

43 Kokoschka formulated his different atti- 
tudes and concept of the work of art and 
tuition at The School of Applied Arts in 
a dialogue with Ludwig Goldscheider, 
Kokoschka by Ludwig Goldscheider in col- 
laboration with the Artist, London 1963, 
pp. 7-10. 



44 Adolf Loos, Zatrat'me heslo: zdät se 

a nebyt! (Let Us Reject the 'To Seem and 
not to Be'!), in: idem, Reci do präzdna. 
Soubor stati o architektufe, bydleni, üstroji 
ajinych prdktickych vecech, ktere uspofädal 
Bohumil Markalous (Spoken into the Void. 
Collected Essays by Adolf Loos) , Kutnä Hora 
2001, pp. 86-90. Originally published 
in the weekly Die Zeit in Vienna on W* 
December 1897. 

45 See Cernuschi, Body and Soul (note 29), 
p. 58. 

46 See Kokoschka (note 3), p. 21. 

47 "If Loos' purpose was to expose the truth 
of building materials, the economic and 
ethical simplicity of pure form beneath 
the wasteful and decadent facade of deco- 
rative Ornament, Kokoschka analogously 
believed that, beneath the superficial lay- 
ers of skin, the 'reality' of humanity could 
also be revealed." See Cernuschi, Body and 
Soul (note 29), p. 65. 

48 Ibid., p. 64. 

49 "All the Symbols of ornamental accessory 
were pressed into the Service of a philos- 
ophy of indirect profit. The annexation 
of past honors and the new autonomy 
of this rhetorical vehicle - i. e., arro- 
gance - progressed to the inevitable his- 
torical point, where self-awareness cried 
out for reflection, a point that is usually 
identified as the birth of modern art in 
Vienna." Thomas Trümmer, "A Sea ringed 
About with Visions": On Cryptotheology 
and Philosophy of Life in Kokoschka's 
Portraits, in: Natter (note. 1), pp. 37-42, 
here p. 37. 

50 See Kokoschka (note 3) , p. 30. 

51 Ibid., p. 84. 

52 Ibid., p. 25. 

53 Quoted according to: Remigius Netzer, 
Postscript, in: Kokoschka (note 3), p. 220. 

54 "I was not feeling well and, having ex- 
changed some words on this and that, 

I was getting ready to leave. But Loos, de- 
spite his illness, kept me by force that 
I could not resist, and, in torn pyjamas, 
he got up, shook his dirty blanket, and, to 
my disgust, took out from under it a large 
lobster soaked in tomato juice. Homard 
ä l'americane was his favourite dish. As w 
a gourmand, he picked the meat from the w 



cut off claw and stuffed it into my mouth. 
With the intelligent look from his old 
times, he then instructed nie: "Austrians 
lost the war because, instead of seafood, 
they eat only dumplings, strudeis and 
cakes." Ibid., p. 84. 

55 Some of the classic sources are the large 
catalogues and monographies of the artist: 
Hans Maria Wingler, Oskar Kokoschka. Das 
Werk des Malers, Salzburg 1956, here text 
pp. 34-37, cat. pp. 293-299; Edith 
Hoffman, Kokoschka: Life and Work, 
London, 1943; Spielmann (note 20). 
Furthermore, Fritz Schmalenbach, 
Kunsthistorische Studien: Grundlinien 

des Früheexpressionismus, Basel 1941; 
Fritz Schmalenbach, Neue Studien über 
Malerei des 19. und 20. Jahrhunderts, 
Bern, 1955, here pp. 40-55; the early pe- 
riod of Kokoschka's work has been thor- 
oughly elaborated by Schweiger, Der 
junge Kokoschka (note 16). This topic, in- 
cluding an analysis of his portrait pro- 
duction, has been greatly characterised 
and contextualised by Carl E. Schorske, 
Fin-de-siecle Vienna. Politics and Culture, 
New York 1981 (note 13). Separately, 
Oskar Kokoschka's early portrait produc- 
tion is dealt with by the catalogue relat- 
ing to the exhibition bearing the same 
name, which took place in 2002 in Neue 
Galerie New York (& March -lO* June) 
and then in Hamburger Kunsthalle 
(5 01 July-29 111 September): Natter (note 1). 
Kokoschka repeatedly comments upon his 
early portrait production in his biography, 
see Kokoschka (note 3). 

56 For more on the first collectors of 
Kokoschka, see Werner J. Schweiger, 
"Your love affair with my Paintings": 
Oskar Kokoschka and his Early Viennese 
Collectors, in: Natter (note 1), pp. 61-66. 

57 See Kokoschka (note 3), p. 34. 

58 "Ich versprach ihm dasselbe Einkommen, 
wenn er die Wiener Werkstätte ver- 
lasse, und suchte Aufträge für ihn. Ich 
schickte ihn zu meiner kranken Frau in 
die Schweiz (Leysin) und bat den in der 
Nachbarschaft wohnenden Professor Forel 
sich von K. porträtieren zu lassen..." Adolf 
Loos, Brief an Gustav F. Hartlaub, Prag, 

5. Jänner 1931, in: Oskar Kokoschka, Das 



gesammelte Werk (exhibition catalogue) , 
Städtische Kunsthalle Mannheim, 1931, 
pp. 2-3. 

59 "Seine Förderer täten gut daran, ihn dem 
verwirrenden Einfluss von Öffentlichkeit 
zu entziehen, und ihn, fern von einer 

zu exklusiven Stillströmung, von zu en- 
thusiastischen Freunden in ein anderes 
Kunstmilieu zu versetzen. Es wäre schade, 
diese Veranlagung durch falsch angewen- 
dete Förderung verkümmern zu lassen." 
Berta Zuckerkandl, "Die Kunstschau", 
Wiener Allgemeine Zeitung, 6. Mai, 1909, 
quoted according to Schweiger, Der junge 
Kokoschka (note 16), p. 83. 

60 Tobias G. Natter, "Portraits of Characters, 
Not Portraits of Faces": An Introduction 
to Kokoschka's Early Portraits, in: Natter 
(notel),p. 89. 

61 See Kokoschka (note 3), pp. 50-51. 

62 Ibid., p. 51. 

63 Werner Schweiger says that, between 
1909 and 1910, Loos owned thirty of 
Kokoschka's paintings, most of which 
were portraits of Loos' clients. See 
Schweiger, "Your love affair with my 
Paintings" (note. 56), p. 61. 

64 "Ich habe ihm die ersten Aufträge ver- 
schafft, immer unter der Garantie, sie 
selbst zu übernehmen, wenn der Besteller 
anderen Sinnes Wird... So habe ich da- 
mals viele Bilder erworben, die ich heute 
an Galerien verkaufe... Diese drei wirk- 
lich wertvollen Menschen (Altenberg, 
Kokoschka, Schönberg) habe ich davor be- 
wahrt, verhungern zu müssen..." Adolf 
Loos über seine Einstellung zu Künstlern 
und Kindern Ein Gesprach mit den 
Architekten, in: Neue Freie Fresse, Wien, 

9. September 1928, p. 10-11, here p. 10. 
Quoted according to Schweiger, Der junge 
Kokoschka (note 16), p. 117. 

65 See Kokoschka (note 3), p. 35. 

66 Emil Szittya, Das kuriositäten-Kabinett..., 
Konstanz, 1923, p. 289. Quoted according 
to Schweiger, Der junge Kokoschka (note 
16), p. 117. 

67 See Kokoschka (note 3), p. 41. 

68 From among the friends, Werner 
Schweiger mentions these people: Lotte 
Franzos, Peter Altenberg, Ludwig Ritter 
von Janikowski, Karl Kraus, Adolf Loos 



and his partner Bessie Bruce. From 
among the clients: Martha Hirsch, Ernst 
Ebenstein, Alfred Sobotka, Richard Stein, 
Laura Beer, Leopold Goldmann, Elisabeth 
Reitler. Willy Hirsch should be added to 
the ones mentioned above. See Schweiger, 
Der junge Kokoschka (note 16), p. 118. 

69 For more on this, see the chapter "Smi byt 
v modernim byte take nejaky obraz?" (Is 
It Allowed to Hang a Painting in a Modern 
Fiat?): Lubomir Slavicek, "Sobe, umeni, 
pfätelüm". Kapitoly z dejin sberatelstvi 

v Cechäch a na Morave 1650-1939 ("To 
Myself, toArt, to My Friends." Chapters 
from the History ofCollecting in Bohemia 
and Moravia 1650-1939), Brno 2007, 
pp. 221-232. 

70 "Das haus hat allen zu gefallen. Zum un- 
terschiede vom kunstwerk, das nieman- 
dem zu gefallen hat. Das kunstwerk ist 
eine Privatangelegenheit des künstlers. 
Das haus ist es nicht. Das kunstwerk wird 
in die weit gesetzt, ohne daß ein bedürf- 
nis dafür vorhanden wäre. Das haus deckt 
ein bedürfnis. Das kunstwerk ist nieman- 
dem verantwortlich, das haus einem je- 
den. Das kunstwerk will die menschen aus 
ihrer bequemlichkeit reißen. Das haus hat 
der bequemlichkeit zu dienen. Das kunst- 
werk ist revolutionär, das haus konserva- 
tiv. Das kunstwerk weist der menschheit 
neue wege und denkt an die zukunft. Das 
haus denkt an die gegenwart." Adolf Loos, 
Architektur (1909), in: Loos (note 26), 

p. 107. 

71 "So hätte also das haus nichts mit kunst 
zu tun und wäre die architektur nicht un- 
ter die künste einzureihen? Es ist so. Nur 
ein ganz kleiner teil der architektur gehört 
der kunst an: das grabmal und das denk- 
mal. Alles andere, was einem zweck dient, 
ist aus dem reiche der kunst auszuschlie- 
ßen." Ibid. 

72 Adolf Loos, O umeni a architektufe, jez 
je femeslo (On Art and Architecture That 
Is a Craft), in: idem (note 44), pp. 53-57, 
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77 "From time to time he persuaded one of 
his acquaintances, perhaps a customer for 
whom he was building a villa or design- 
ing an apartment (...) to commission por- 
trait from me." See Kokoschka (note 3), 
pp. 34-35. 

78 "Kokoschka's early portraits laid the foun- 
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(note 60), p. 88. 
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The Literary Archive of the Museum of Czech Literature in Prague 

> MMB = Muzeum mesta Brna / Municipal Museum of Brno 

> NA Praha = Närodni archiv Praha / Czech National Archive in Prague 

> NG = Närodni galerie v Praze / The National Gallery in Prague 

> NK CR = Närodni knihovna Ceske republiky / National Library of the Czech Republic 

> NPÜ, ü. o. p. v Plzni = Närodni pamätkovy üstav, üzemni odborne pracoviste v Plzni / 
The National Heritage Institute, Pilsen Regional Office 

> NTM = Närodni technicke muzeum v Praze / National Technical Museum in Prague 

> SDC = Studijni a dokumentacni centrum Adolfa Loose v Müllerove vile v Praze / 
Adolf Loos Research and Documentation Centre in the Villa Müller in Prague 

> PR Plzen, EO = Policejni f editelstvi Plzen, evidence obyvatel / 
Police Headquarters in Pilsen, resident registration 

> SOA v Plzni = Stätni oblastni archiv v Plzni / State Regional Archives in Pilsen 

> SOkA = Stätni okresni archiv / State District Archives 

> SVKPK= Studijni a vedeckä knihovna Plzenskeho kraje / 
The Education and Research Library of the Pilsen Region 

> UPM = Umeleckoprümyslove museum v Praze / The Museum of Decorative Arts in Prague 

> ZCG = Zäpadoceskä galerie v Plzni / The Gallery of West Bohemia in Pilsen 

> ZCM OND = Zäpadoceske muzeum v Plzni, oddeleni novejsich dejin / 
The Museum of West Bohemia in Pilsen, Modern History Department 

> ZCM OSD = Zäpadoceske muzeum v Plzni, oddeleni starsich dejin / 
The Museum of West Bohemia in Pilsen, Mediaeval History Department 

> ZCM NO = Zäpadoceske muzeum v Plzni, närodopisne oddeleni / 
The Museum of West Bohemia in Pilsen, Ethnographie Department 
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